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ABSTRACT 
This study reports the results of an exploratory, theory building study on the impact 
of creativity on business processes and their management. The empirical evidence 
has been derived from organizations within film and visual effects (VFX) produc-
tion. An adapted grounded theory approach, particularly drawing from the work of 
Strauss and Corbin, was employed in order to analyze the data. The study identifies 
the dynamics of business processes that can be described as highly dependent on 
creativity, interdependent, client-focused, complex, but also repetitive. It further ex-
plains the processes’ organizational context as well as strategies and information 
technology (IT) that organizations in film and VFX production use in order to man-
age their processes. The findings are summarized within a theoretical framework of 
creativity-intensive processes. The substantive theory developed from this work is 
that 
creativity-intensive processes in film and VFX production are shaped by a complex 
interplay of artists, clients, and organizational resources. Creativity in business 
processes causes high unpredictability with regard to process structure, required 
resources and process outcome. Therefore, so-called creativity-intensive processes 
are characterized by an iteration between creating a mutual understanding of the 
requirements of the creative product, generating the creative product, and reviewing 
it. In order to manage this process, creative supervisors act as process intermedia-
ries and apply various strategies in both internally managing the process and com-
municating with clients while they pursue both creative and operational process per-
formance. Only when the process is completed, requirements of the creative product 
are fully understood. 
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1 EXPOSITION 
Managers cannot be expected to 
ignore business imperatives, of 
course. But in working towards 
these imperatives, they may be in-
advertently designing organiza-
tions that systematically crush 
creativity. 
Theresa Amabile 
1.1 Motivation 
The phenomenon of creativity is of considerable importance to many organizations 
and can be seen as a core competitive factor in a variety of contemporary industries 
(e.g. Florida, 2002; Coulson & Strickland, 1991). Creativity is commonly associated 
with the generation of products, services, processes, or ideas that are both novel and 
appropriate (Woodman et al., 1993; Amabile, 1996). Amabile (1998) states that de-
spite its importance, “creativity is undermined unintentionally every day in work 
environments that were established – for entirely good reasons – to maximize busi-
ness imperatives such as coordination, productivity, and control” (p. 77). As a conse-
quence, managers are forced to ask questions such as How can I successfully manage 
an organization without crushing creativity? 
One widely accepted approach that may provide a response to this question is that of 
business process management (BPM). BPM has focused on analyzing and improving 
business processes in order to improve organizational performance and sustain com-
petitive advantage (Hung, 2006; Davenport, 1993). With the emergence of the crea-
tive industries (Hartley, 2005; Hesmondhalgh, 2002) as an entire sector that has de-
veloped around creative products, the management of business processes that involve 
creativity becomes critical. Prominent examples include the production of computer 
games, visual effects (VFX), or feature films. At the same time, other industries such 
as software development, pharmaceuticals, or research and development increasingly 
are recognizing the role of creativity (Florida, 2002). Consequently, the question 
arises of how those processes that are characterized by creativity can be successfully 
managed. 
In recent years research on BPM has shifted the focus towards so-called human-
centric or knowledge work processes (Davenport, 2005; Eppler et al., 1999; Harmon, 
2007). This has resulted in the increased recognition of the roles of knowledge, 
judgment, collaboration, and individual capabilities in many critical processes, rang-
ing from financial operations to healthcare, art, design, and entertainment. Davenport 
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(2005) claims that in the United States alone 28% of the workforce or 36 million 
people are so-called knowledge workers whose jobs are concerned with the creation, 
distribution, and application of knowledge. Although these studies reveal important 
factors such as high levels of required autonomy, motivation, and expertise, the role 
of creativity and its consequences for the management of these processes has not 
been investigated in depth. Yet, this knowledge is particularly critical to organiza-
tions in industries that not only benefit from, but rely on creativity. 
Research on creativity in organizations, on the contrary, has traditionally focused on 
individuals, groups, and organizations as the level of analysis (Drazin et al., 1999). 
Thus, existent theories explain, at different levels, the occurrence of creativity, crea-
tive behavior, and creative products (e.g. Williams & Yang, 1999; Guilford, 1967; 
Rubenson & Runco, 1992; Ekvall & Ryhammer, 1999; Runco, 2007; Amabile, 
1990). Multilevel theories, such as the one proposed by Woodman et al. (1993), sug-
gest that creativity at a higher level is a function of creativity at the lower levels. Re-
search questions typically focus on how the creative outcome of an organization can 
be enhanced. As a consequence, Drazin et al. (1999) identify that “scholars tend to 
model creativity as a discrete task, conducted by individuals or small groups who are 
isolated from broader organizational and occupational pressures” (p. 289). They also 
state that viewing creativity as an outcome rather than as a process has led towards 
static models with the purpose of explaining variance of the creative outcome (ex-
emptions can be found in Drazin et al., 1999; Ford, 1996; Borghini, 2005; Mace & 
Ward, 2002). The recognition of the importance of a process-oriented view as op-
posed to an outcome-oriented perspective is comparable to the emergence of total 
quality management (TQM), which proposed to focus on the process quality as the 
ultimate cause for the end product’s quality (e.g. Powell, 1995). 
Existent models of creativity in organizations, due to their level of analysis, the per-
ception of creativity as a discrete task, a mere focus on the creative output, and their 
static nature, are less applicable to explain how creativity influences business 
processes and their management. For example, while explaining various factors that 
impact the outcome of organizational creative processes (e.g. Woodman et al., 1993), 
these theories do not sufficiently capture the processes’ dynamics including required 
process steps, potential iterations, as well as strategies and information technology 
(IT) that organizations use throughout the process. Moreover, it cannot be assumed 
that the creative outcome, or organizational creativity (Woodman et al., 1993), is the 
only consequence that organizations intend when conducting business processes that 
contain creativity. Models of the creative process (e.g. Wallas, 1926; Osborn, 1957; 
Ghiselin, 1963), on the contrary, predominantly focus on individuals and small 
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groups (Lubart, 2001) and thus fall short in considering the complexities of organiza-
tional environments. 
With regard to how creativity can effectively be managed, different managerial prac-
tices and models are discussed in the literature (e.g. Amabile, 1998; Styhre & 
Sundgren, 2005; Tan, 1998; Perry, 1995; Davis & Scase, 2000). Amabile (1998), for 
example, proposes challenge, freedom, resources, work-group features, supervisory 
encouragement, and organizational support as means to foster creativity. Styhre and 
Sundgren (2005) discuss practices that are related to technology, intuition, and lea-
dership. Tan (1998) proposes a total systems approach to managing creativity in or-
ganizations and identifies three major types of interventions, namely cultural, organi-
zation and design, and training development. While these studies explain how crea-
tivity in organizations can be nourished, they do not sufficiently relate the proposed 
practices to the underlying business processes. 
Consequently, in the present study it is argued that existent literature does not pro-
vide ample answers to the question of how creativity influences business processes 
and how these processes can be managed. This has resulted in a gap between re-
search on creativity and creativity management on the one hand, and research on 
BPM on the other hand. Fig. 1.1 suggests that the recognition of the importance and 
impact of creativity on BPM may be framed as creativity-aware process manage-
ment. The recognition of BPM as a management approach with the potential of effec-
tively managing creativity may be then framed as process-aware creativity manage-
ment. 
 
Fig. 1.1: Creativity-aware process management vs. process-aware creativity 
management 
As the present study seeks answers to the question of how creativity impacts business 
processes, and the management of these, it predominantly focuses on what has been 
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framed as creativity-aware process management in Fig. 1.1. In doing so, it is ex-
pected that the study 
(a) advances the recent discussion on human-centric and knowledge-intensive 
processes by particularly recognizing the phenomenon of creativity as a vital 
facet of human action and behavior that is increasingly recognized as being 
imperative to organizational success and 
(b) adds a new relevant level of analysis of the phenomenon of organizational 
creativity, as business processes are a cross-functional and even cross-
organizational concept involving individuals, groups, IT, and other resources.  
It is assumed that the understanding of the phenomenon of creativity at a process 
level is imperative to the development and adaptation of IT artifacts, as well as for 
process re-design, so as to ultimately enhance organizational effectiveness. Moreo-
ver, with the emergence of concepts such as case handling or ad-hoc workflow 
(v.d.Aalst et al., 2005) along with technologies such as service-oriented architectures 
(Erl, 2004) allowing for more flexible and adaptive work environments, the discus-
sion of creativity within business processes is further nurtured. 
In the present study a theory was developed inductively based on qualitative data 
collected in multiple case studies (Eisenhardt, 1989). The creative industries provide 
an “extreme situation” in which the “processes of interest are transparently observa-
ble” (Eisenhardt, 1989, p. 537). The case study organizations belong to the domains 
of film production and VFX production, which are part of the creative industries. The 
phenomena to be studied were processes that can be described as highly dependent 
on creativity, interdependent, intensively involving the client, complex, but also re-
petitive. The resulting emergent theory is, in the first instance, limited to explaining 
phenomena in the substantive area that was studied (Glaser & Strauss, 1967; Strauss 
& Corbin, 1998). However, by engaging with existent theory, the specific theory is 
integrated with insights from the related literature and thus a more general theoretical 
framework is developed.  
This research can be positioned towards both the literatures on creativity and on 
BPM. The so-called 4-Ps model has been asserted to be imperative to any study of 
organizational creativity (e.g. Woodman et al., 1993; Borghini, 2005; Couger & Hig-
gins, 1993). The model posits that (a) the creative process, (b) the creative person, 
(c) the creative product, and (d) the creative place or environment, are the main com-
ponents of creativity. In the present study, the model is used as a so-called sensitizing 
device (Klein & Myers, 1999) that is thought to sensitize the researcher for what may 
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be important in the data (Glaser, 1978). Yet, due to the study’s inductive nature, no 
a-priori concepts were defined. Fig. 1.2 illustrates that this research proposes a 
process-centric view that is expected to establish a connection between these compo-
nents.  
Utilizing a framework introduced by Davenport (2005), from a BPM perspective, 
these processes can be characterized by high levels of interdependence of the in-
volved actors, as well as high complexity of work, which manifests in high levels of 
interpretation and judgment. Davenport (2005) distinguishes four major types of 
processes, namely those belonging to the transaction model (routine work that relies 
on formal rules and procedures), the integration model (systematic and repeatable 
work that depends on cross-functional integration), the expert model (judgment-
oriented work that highly relies on expertise and experience), and the collaboration 
model (improvisional work carried out by flexible teams). In accordance to this 
scheme, the processes that were investigated in the present study belong to the colla-
boration model. 
 
Fig. 1.2: Investigating creativity in collaborative, complex business processes 
from the creative industries 
The inductive design is advanced based on the awareness that, even though existent 
theories explain various factors and their interplay from various perspectives, little is 
known about how organizations effectively deal with the phenomenon of creativity at 
a process level. With regard to what has been framed as creativity-aware process 
management, it is legitimate to posit that no applicable theory exists. Data was ana-
lyzed using an adapted grounded theory approach based on the work of Strauss and 
Corbin (1998). This approach was particularly fitting, as subject to this study were 
processes in a new topic area where no applicable theory was available (Glaser & 
Strauss, 1967; Strauss & Corbin, 1998; Orlikowski, 1993).  
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The study suggests that process managers have to consider a complex interplay of 
variables including traits and abilities of artists and clients, group composition, as 
well as available organizational resources and IT artifacts in order to pursue both 
operational process performance (such as cost and process efficiency) and creative 
performance. Operational and creative process performance then ultimately deter-
mine client satisfaction. In order to pursue these goals, creative organizations use a 
set of strategies and IT systems suited to respond to the processes’ main characteris-
tics of high levels of uncertainty with regard to outcome, required resources, and 
process structure. Due to this uncertainty, processes that contain creativity are cha-
racterized by a constant iteration between understanding the requirements of the 
creative product, generating the creative product, and getting feedback. The findings 
are summarized in a theoretical framework of so-called creativity-intensive 
processes. 
1.2 Research Contributions 
The thesis makes two primary contributions. First, a substantive theory was devel-
oped that provides researchers with a set of relevant categories and their relation-
ships. The theory can be described as primarily explaining (Gregor, 2006). It is 
hoped that such theory can be used to guide further research in order to proceed to 
more general or even formal theory (Urquhart, 2001; Orlikowski, 1993). Second, for 
practitioners, the study sheds light on the complex context in which processes that 
contain creativity are managed. It is hoped that the theory will provide insight into 
the design and adaptation of IT artifacts to be used in managing creativity in business 
processes as well as for organizational design. The study thus seeks to achieve a syn-
ergy between academia and practice “by producing relevant theories that can ad-
vance the academic knowledge and, at the same time, can be applied in practice” 
(Fernández et al., 2002, p. 111). 
1.3 Central Phenomenon and Research Questions 
Investigating the phenomenon of creativity within business processes is both practi-
cally relevant and exhibits an academic challenge. First, understanding how creativi-
ty impacts business processes and the management of business processes is of high 
importance to any organization that relies on creativity in their work processes. It is 
assumed that a detailed understanding of how creativity affects business processes 
enables business process managers to effectively manage creativity at a process lev-
el. A particular challenge is to be seen in applying management practices and follow-
ing business imperatives without compromising creativity. Second, from an academ-
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ic point of view, it is expected that such a study can contribute meaningfully to the 
information systems (IS) body of knowledge by providing a substantive theory that 
can then be used as a starting point to conduct research in other substantive areas in 
order to proceed to more general theory. The themes that were identified within the 
contextualization stage of this research were business processes that contain creativi-
ty and the question of how these processes can be managed. Correspondingly,  
Research problem: How does creativity impact business processes in the creative 
industries and the management of these? 
This rather broad research problem could be further broken down into a set of more 
specific research questions, which evolved during the course of this study (Urquhart, 
2001). It is often a consequence of qualitative research that the research questions 
develop over time during data analysis (Dey, 1993; Creswell, 2003). Likewise, Glas-
er (1992) states that “out of open coding…, theoretical sampling and analyzing by 
constant comparison emerge a focus of the research” (p. 25). 
The research questions are formulated in a way that they can “be related to proce-
dures in the data analysis” (Creswell, 2003, p. 106). Principally, the research ques-
tions relate to the outcomes generated within grounded theory data analysis, particu-
larly within a stage that is called axial coding (identifying different categories), 
which is preceded by open coding (identifying concepts). The integration of the find-
ings in a larger theoretical scheme as a result of so-called selective coding pertains to 
the research problem in its broader sense. A detailed description of these coding 
stages will be provided in chapter 5. 
First, it is assumed that it is necessary to identify what factors impact business 
processes in creative environments, so as to understand the context in which these 
processes are carried out and managed. This implies the search for general characte-
ristics of such processes. Correspondingly, 
Research question 1: What characterizes business processes in the creative indus-
tries and what are the contextual factors that organizations in 
this industry need to consider when managing these 
processes? 
The mere identification of factors only supplies the structural components of the 
emergent theory. As it is subject to this study to also investigate process, it is in-
tended to explore what strategies organizations apply in order to effectively manage 
these processes. Strategies are understood in a broad sense, subsuming actions taken 
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by organizations at various levels, including habituated routines, such as rules, regu-
lations, and policies, as well as deliberately planned acts to resolve a problem. It is 
further sought to particularly focus on the role of IT in this context. Correspondingly, 
Research question 2: What particular strategies do organizations use within busi-
ness processes to manage creativity?  
Research question 3: How are these strategies combined, and how are they sup-
ported by information technology? 
The fourth research question is closely linked to the previous ones. It is expected that 
organizations pursue certain goals when applying strategies. Moreover, it is expected 
that besides (intended) goals there will be unintended consequences. Corresponding-
ly, 
Research question 4: What are the intended consequences of applying a set of strat-
egies in order to manage creativity in business processes? 
What are the unintended consequences? 
The intention is to provide answers to the above questions by developing an inte-
grated theoretical scheme, that is, a substantive theory (Glaser & Strauss, 1967; 
Strauss & Corbin, 1998). Answers to the above research problems are sought to 
emerge from empirical data collected in interpretive case studies conducted with or-
ganizations from the creative industries. 
It is also assumed that the theoretical insights resulting from this research can set the 
baseline for the development and adaptation of IT artifacts, as well as of organiza-
tional change within creative organizations, so as to ultimately enhance organization-
al effectiveness. 
1.4 Thesis Structure 
The thesis is structured as follows. In the next chapter related literature is introduced. 
The research design is described in chapter 3. Chapters 4 and 5 describe the process 
of data collection and analysis in detail. The study’s results are presented in chap-
ters 6 and 7. This is followed by a discussion of the findings with regard to existent 
theories (chapter 8). The study concludes with a discussion of implications for re-
search and practice (chapter 9). In the following, a more detailed overview of the 
chapters is provided. 
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Chapter 2 – Related Literature introduces the research background. Literature on 
BPM and creativity was explored. The literature review identified a research gap and 
thus further justified the study. Due to the inductive nature of this study, the literature 
is revisited in later chapters. 
Chapter 3 – Research Design describes the research methodology. To do so, philo-
sophical assumptions are explicated and the research design is discussed. The chapter 
justifies the particular approach that was chosen for this research endeavor.  
Chapter 4 – Case Studies, Data Collection, and Preliminary Data Analysis introduc-
es the case studies and provides a detailed discussion of how instruments were 
crafted and data was collected through the use of multiple data collection techniques. 
Chapter 5 – Grounded Theory Data Analysis discusses how data was analyzed with a 
particular focus on the adaptation of the grounded theory method for analyzing data 
and developing a substantive theory. 
Chapter 6 – Study Findings: Categories reports the results of the first two main steps 
of data analysis, referred to as open coding and axial coding. First, those concepts are 
introduced that establish the organizational context of business processes in creative 
environments. This is followed by a discussion of strategies that organizations use in 
order to handle the phenomenon of creativity within business processes. Subsequent 
to this section the intended consequences are discussed. 
Chapter 7 – Study Findings: Integrated Theoretical Scheme reports on the integra-
tion of the identified concepts and relationships into a coherent theoretical scheme. 
Chapter 8 – Discussion of Findings: Relating the Theory to the Literature discusses 
the results of this study by engaging with existent theories at different levels in order 
to proceed to a more general substantive theory. 
Chapter 9 – Closure concludes this thesis by reflecting on its contributions. Further-
more, limitations are discussed and implications for both IS research and the practice 
of BPM are put forward. The thesis concludes with an outlook to future research. 
Two main strategies for future research are proposed. 
Fig. 1.3 provides a graphical representation of the structure of this thesis. 
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Fig. 1.3: Thesis structure 
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1.5 Chapter Conclusion 
This chapter motivated this research by arguing that BPM may be a response to the 
question of how organizations can be successfully managed without crushing creativ-
ity. The research problem was framed as the question of how creativity impacts busi-
ness processes and their management. This rather broad research problem was bro-
ken down into four distinct research questions. It was argued that, in order to seek 
answers to these questions, an inductive theory building approach was appropriate. 
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2 RELATED LITERATURE 
Each problem that I solved became 
a rule, which served afterwards to 
solve other problems. 
René Descartes 
2.1 Chapter Introduction 
The purpose of this chapter is to establish the context of this research. In order to 
position the study, a first, non-committal encounter with related literature was con-
ducted. It is important to note that the relevance of the reviewed literature presented 
in this chapter would be determined by the emergent theory (Urquhart, 2007; Urqu-
hart & Fernández, 2006). Consequently, related literature is also considered in the 
final section of this study (chapter 8) to compare and contrast it with the study’s re-
sults (Creswell, 2003). Using literature relatively sparingly in the beginning of this 
study also conveys an inductive design (Creswell, 2003). In fact, reviewing literature 
was a continuous process that was conducted throughout the study (Oates, 2006). 
Correspondingly, further relevant literature is introduced throughout this thesis. 
2.2 Search Method 
In order to conduct a literature review, the researcher defines three main criteria: 
domain, sources, and the search strategy (Bandara, 2007; Cooper, 1998). Against the 
above introduced background of this research, the following domains of related lite-
rature were reviewed:  
• First, literature on BPM was reviewed, as this research seeks to investigate 
those processes that are characterized by creativity and thus aims at contribut-
ing to the BPM body of knowledge. Particular consideration was given to so-
called knowledge-intensive processes or knowledge work processes, which 
particularly focus on the role of knowledge, judgment, and expertise of the 
people involved in processes of knowledge generation, transfer, and applica-
tion. 
• Second, literature on research on creativity was reviewed. With consideration 
of the broad range of literature on creativity and the non-committal nature of 
this literature review, this was done with a particular focus on organizational 
and management perspectives on creativity. It must be noted that the field of 
organizational creativity is quite heterogeneous and comprises of contribu-
tions from a variety of fields, including management studies, psychology, so-
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ciology, and the humanities (Styhre & Sundgren, 2005). Thus, this first, non-
committal encounter with literature on organizational creativity cannot claim 
to be exhaustive. 
• Third, IS literature on creativity and creativity support was reviewed in order 
to position this research in the broader context of the IS discipline.  
The review of the literature resulted in the identification of a research gap that will be 
explicated in the end of this chapter. 
The main sources for the literature were conference proceedings, journals, and books 
with a particular focus on highly-ranked journals and conferences. For example, Lyy-
tinen et al. (2007) have identified the European Journal of Information Systems 
(EJIS), Information Systems Research (ISR), the Journal of the Association of Infor-
mation Systems (JAIS), the Journal of Management Information Systems (JMIS), and 
Management Information Systems Quarterly (MISQ) as the so-called top basket of IS 
journals. Reviewed journals included, but were not limited to, the aforementioned. 
Conferences that were reviewed include the International Conference on Information 
Systems (ICIS), the European Conference on Information Systems (ECIS), and the 
Americas Conference on Information Systems (AMCIS). Besides IS literature, also 
journals from the management discipline (e.g. Academy of Management Journal, 
Academy of Management Review) and scholarly journals on creativity and the man-
agement of creativity (e.g. Creativity and Innovation Management), were included in 
this literature review. 
The chapter is structured as follows. First, a brief introduction to BPM and its histor-
ical development is provided (chapter 2.3). Particularly the role of knowledge, crea-
tivity, and innovation as concepts that were expected to be relevant to this study, is 
discussed. This is followed by a review of the related literature on research on crea-
tivity with a particular focus on organizational theories on creativity and managerial 
practices (chapter 2.4). Moreover, IS literature on creativity and creativity support is 
covered (chapter 2.5). 
2.3 Business Process Management (BPM) 
2.3.1 The Emergence of BPM as a Management Concept 
Analyzing and improving work processes in order to increase both efficiency and 
productivity of organizations has been a key management responsibility for many 
decades (e.g. Harmon, 2007; Armistead et al., 1999; Hung, 2006; Kettinger & Teng, 
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1997). Yet, the holistic management concept of BPM is a relatively new approach 
that emerged in the 1990s, having its roots in earlier practices such as Kaizen (Ma-
saaki, 1986), business process re-engineering (BPR) (Hammer & Champy, 1993; 
Hammer, 1996; Davenport & Stoddard, 1994), TQM (Powell, 1995), and Daven-
port’s process innovation (Davenport, 1993; Davenport & Stoddard, 1994). The Aus-
tralian Community of Practice (2004) defines BPM as “a structured, coherent and 
consistent way of understanding, documenting, modeling, analyzing, simulating, 
executing and continuously changing end-to-end business processes and all involved 
resources in light of their contribution to business success.” The relevance of BPM-
related issues has been reinforced by a number of high-impact studies that have been 
published in recent years. The Gartner Group, for example, rated the improvement 
of business processes as the number one concern of CIOs in three consecutive years 
(e.g. Gartner, 2007). 
The process-oriented approach has been increasingly superseding the function-
oriented approach that was proposed by Fredrick Taylor and Henry Ford in the early 
20th century (e.g. Taylor, 1911). The latter one fitted a context in which employees 
mostly had relatively low levels of qualification and where specialization led to 
higher productivity and lower cost. However, with a growing need for flexibility, 
highly competitive markets, and increasing customer demands, their approach hin-
dered organizations from being competitive (Hammer & Champy, 1993). As a con-
sequence, the new process-oriented perspective aimed at focusing on processes rather 
than isolated functions. Employees became responsible for whole processes instead 
of isolated functions. Thus, the process-oriented approach invoked a shift from con-
trolling employees to empowering employees as well as increasing focus on the cus-
tomer (Zairi, 1997). 
The concept of BPM builds upon the notion of a business process, which represents a 
series of tasks or activities that need to be carried out in order to collectively realize 
an organizational objective or policy goal, and a set of conditions that determine the 
order of the tasks (Hammer, 1990; v.d.Aalst & van Hee, 2002; Becker & Kahn, 
2003). BPM as a holistic approach to managing these processes addresses different 
aspects of governance, IT, strategic alignment, people, and culture (Rosemann et al., 
2006). Consequently, this complex management field has been addressed by research 
in a variety of areas, including, but not limited to, process modeling (Rosemann & 
v.d.Aalst, 2007), process automation (v.d.Aalst & ter Hofstede, 2005; v.d.Aalst & 
van Hee, 2002), and process optimization (Reijers & Mansar, 2005). Besides such 
predominantly conceptual work with a focus on particular BPM artifacts, other stu-
dies have contributed to the development of theory in this emergent area. Bandara et 
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al. (2005), for example, propose a theoretical model of critical success factors of 
process modeling, Rosemann et al. (2006) develop a theory of BPM progression in 
organizations, and Recker (2008) builds and tests a model of process modeling stan-
dard adoption. Yet, it must be noted that the emergent area of BPM is characterized 
by a lack of foundational theory, which exhibits a challenge to both academia and 
practice (de Bruin, 2007). 
The present study seeks to contribute to the theoretical foundation of BPM with its 
objective of developing substantive theory that explains the emergence and manage-
ment of business processes in creative environments.  
2.3.2 Knowledge-intensive Processes 
Based on the awareness that modern work environments are increasingly characte-
rized by the application of both tacit and explicit knowledge (Davenport, 2005; 
Crandall et al., 2006), research has paid significant attention to those processes that 
are predominantly characterized by the application of knowledge. The discussion on 
such processes led to the emergence of the notion of knowledge-intensive business 
processes (Eppler et al., 1999) or knowledge work processes (Davenport, 2005). This 
concept is mainly concerned with the role of people, the knowledge workers, and 
their interaction within processes. As Pyke (2006) states, in the development of BPM 
“one of the key elements in a business process – a person – dropped off the agenda” 
(p. 2). 
Eppler et al. (1999) identify a set of attributes of knowledge-intensive processes. 
These are contingency, decision scope, agent innovation, knowledge halflife, agent 
impact, and learning time. They define knowledge-intensive processes as “business 
processes that have a high need for innovation of the single agent who affects the 
results of a process directly” (p. 223). Characteristically, the knowledge halflife of 
such knowledge-intensive processes is lower than that of other processes. Moreover, 
actors in these processes are confronted with a variety of options for their action. 
They also point out that knowledge-intensive processes require a long learning time 
and use the above mentioned attributes in order to determine the knowledge-intensity 
of a process.  
Usually, knowledge-intensive processes are complex, unpredictable, and, as a conse-
quence, difficult – if not impossible – to model in terms of their process flow (Da-
venport, 2005). There has also been a discussion on how knowledge workers may be 
supported to carry out their tasks within such business processes. As Harmon (2007) 
states, knowledge workers “create special problems for anyone who tries to analyze 
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the processes that employ them” (p. 227). He introduces a continuum where “ordi-
nary workers” work on simple procedural processes, knowledge workers on more 
complex processes, and so-called experts on unique and extremely challenging 
processes. Harmon (2007) characterizes a knowledge worker as someone who “em-
ploys a few hundred rules to solve the problems he or she encounters” (p. 279). Thus, 
knowledge workers apply processes of convergent, rule-based thinking to solve their 
problems. Experts, on the other hand, usually work on problems that require very 
complex cognitive networks employing a vast number of rules and, in many cases, 
they step into new territory; i.e., the required rules, procedures, and business partners 
do not even exist. 
Davenport (2005) introduces a matrix that distinguishes the two dimensions of colla-
boration and work complexity, leading to four distinct types of knowledge-intensive 
processes (transaction model, integration model, expert model, and collaboration 
model) that are associated with four types of knowledge workers (transaction work-
ers, integration workers, expert workers, and collaboration workers). Transaction 
workers have to understand both the flow of their work and the knowledge they re-
quire. Their processes can often be automated by systems that provide both the work 
to be done and required knowledge. Integration workers usually follow processes 
that are described in documents; these can then be consulted by the workers as they 
have sufficient time to do so. Expert workers, however, require high levels of auton-
omy and often discretion in their work. Consequently, in many cases it is a challenge 
to structure an expert worker’s process. Thus, Davenport (2005) suggests to improve 
their work by providing templates, guidelines, and sample outputs. Finally, collabo-
ration workers are described as the most difficult to address. Their processes are cha-
racterized by improvisional work, high reliance on expertise, and fluid deployment of 
flexible teams. However, he suggests a “gentle process touch” including measure-
ment, instilling customer orientation. 
The notion of knowledge-intensive processes is of particular interest for this research 
as knowledge-intensive processes and processes in creative industries seem to have 
much in common. For example, various studies suggest a close relationship between 
knowledge and creativity (Christiaans & Venselaar, 2005; Guilford, 1967; Weisberg, 
1999). Guilford (1967) highlights the role of information and the role of previous 
experience. Amabile (1990) identifies expertise, motivation, and creative thinking 
skills as the key to creativity. Moreover, characteristics such as a high demand for 
flexibility and autonomy of the involved workers seem to be relevant in the area of 
the creative industries, too. Davenport (2005), for example, notes that knowledge 
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work is often associated with high levels of collaboration, low levels of structure, and 
high levels of judgment. 
The close link between knowledge, creativity, and innovation has also been asserted 
by the knowledge management literature (Alavi & Leidner, 2001). The knowledge-
based theory of the firm (Nonaka, 1994; Spender, 1996; Grant, 1996) has evolved 
over the last decade extending the resource-based theory of the firm initially devel-
oped by Penrose (1959). It postulates that knowledge and its offspring, innovation, 
have a grave impact on organizational competitive success (see also Cole, 1998). 
The present study seeks to contribute to the discussion on those processes that rely 
on human knowledge and expertise. In doing so, it focuses on those processes that 
are very much characterized by creativity and the generation of creative products. 
2.4 Organizational Perspectives on Creativity 
2.4.1 The Concept of Creativity 
The study of creativity has a long track record (e.g. Osborn, 1957; Hayes, 1989; 
Amabile, 1990; Woodman et al., 1993; Lubart, 2001). Also, research on creativity 
has been subject to a variety of disciplines, including psychology, sociology, organi-
zational behavior, IS, and the humanities (Styhre & Sundgren, 2005). Most defini-
tions of creativity concur in that something ‘new’ is at the core of creativity. May 
(1959), for example, defines creativity as “the process of bringing something new 
into birth.” The claim for novelty or newness can also be found in Hausman (1975) 
and Morgan (1923). As has been stated by various authors, the act of bringing some-
thing new into birth can also be seen as the imaginative recombination of known 
elements (Couger & Higgins, 1993; Ciardi, 1956).  
Later definitions require creativity to be purposeful or useful. For example, DeGraff 
and Lawrence (2002) frame creativity as a purposeful activity that generates valuable 
and new (or better) products, services, processes, or ideas. Similarly, Sternberg and 
Lubart (1999) state that creativity “is the ability to produce work that is both novel 
[…] and appropriate […]” (p. 3). In accordance to this, Amabile (1998) claims that 
“in business, originality isn’t enough. To be creative, an idea must also be appropri-
ate – useful and actionable” (p. 78). The requirement of novelty implies that in many 
cases the problem itself may be ill-defined (Newell & Shaw, 1972). 
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In brief, recent definitions of creativity in business exhibit the concepts of novel-
ty/originality and usefulness/value as the most prominent characteristics of the con-
cept (e.g. Borghini, 2005; Sternberg & Lubart, 1999; Mayer, 1999).  
At the organizational level, creativity has been defined as “the creation of a valuable, 
useful new product, service, idea, procedure, or process by individuals working to-
gether in a complex social system” (Woodman et al., 1993, p. 293). This definition 
not only considers the concepts of novelty/originality and usefulness/values, but also 
places the concept of creativity into the organizational context. 
Drawing from various authors, for the purpose of this study, creativity can be framed 
as a process carried out in complex social settings, leading to products that are both 
novel and purposeful (Xu & Rickards, 2007; Amabile, 1998; DeGraff & Lawrence, 
2002; Sternberg & Lubart, 1999; Woodman et al., 1993). Also, the concept of re-
combining known elements is seen as a primary feature of creativity. This under-
standing of creativity is found to be appropriate to investigate the substantive area of 
the creative industries being the subject to this study. To organizations from the crea-
tive industries, the mere objective of novelty proofs meaningless if the result is not 
valuable in terms of satisfying customer expectations and generating revenue. More-
over, processes are carried out in complex social settings. 
Between the concepts of creativity and innovation there is an overlap. In the existent 
literature, different delineations have been proposed (Runco, 2007; Woodman et al., 
1993). Whereas innovation may require a certain level of originality, it does not re-
quire maximum novelty, as its primary objective is to be maximally effective (Run-
co, 2007). Creative efforts, on the contrary, benefit from extreme originality. Similar-
ly, Woodman et al. (1993) argue that “innovation can also include the adaptation of 
preexisting products or processes” (p. 293) when they define creativity as a subset of 
the broader domain of innovation (which, by itself, is a subset of the even broader 
domain of change management). Creativity is also seen as the precursor of innova-
tion (Amabile, 1988) and innovation as the implementation of creative ideas (West & 
Rickards, 1999; Mumford et al., 2002; Shani & Lau, 2000). Styhre and Sundgren 
(2005) state that the majority of accounts of innovation view creativity as a part of 
the innovation process that takes place at the front end. In these views, creativity, “if 
addressed at all, is isolated and controlled” (p. 27). 
2.4.2 Four Perspectives on Creativity 
Styhre and Sundgren (2005) state that there are four specific perspectives on creativi-
ty that have been subject to research, namely creative processes, creative persons, 
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creative products, and creative places or environments. This model has been referred 
to as the 4-Ps model (Couger & Higgins, 1993). Woodman et al. (1993) argue that an 
“understanding of organizational creativity will necessarily involve understanding 
(a) the creative process, (b) the creative product, (c) the creative person, (d) the crea-
tive situation” (p. 294) (compare also Brown, 1989; Rhodes, 1961; Harrington, 
1990). Couger et al. (1993) write that the 4-Ps model provides a good structure for 
understanding creativity as well as its application in the IS discipline as the model 
“represents creativity as a dynamic phenomenon comprised of four highly interactive 
components” (p. 378). 
In the following, different models of organizational creativity are discussed. The four 
main perspectives can be found in the discussion as different models focus on differ-
ent aspects of creativity. As will be seen, in particular more recent models consider 
different perspectives simultaneously. Woodman et al. (1993), for example, suggest 
“the integration of process, product, person, and situation into a more comprehensive 
theory of organizational creativity than previously proposed” (p. 294). Existent theo-
ries of creativity in organizations explain, at various levels, the origin and context or 
creativity, thus integrating the concepts of process, person, product, and situation. 
The process-centric view taken in this research is intended to consider all four pers-
pectives. Processes are carried out in environments, involve human beings, and may 
have creative products as outcomes. Consequently, in this study the 4-Ps model was 
used as a so-called sensitizing device that informed data analysis. 
2.4.3 Organizational Creativity 
Historically, research on creativity shifted from an early emphasis on isolated indi-
viduals (Barron, 1955; Guilford, 1956) to the interaction between individuals, that is, 
creativity at the group and organizational level (Williams & Yang, 1999; Drazin et 
al., 1999). Williams and Yang (1999) argue that “individual creativity and group 
creativity are two different beasts” (p. 377). Individual views of creativity focus on 
creative persons and their personality (Barron & Harrington, 1981; Martindale, 
1989), cognitive abilities such as thinking styles (Guilford, 1983; Plucker & Renzul-
li, 1999; Guilford, 1967; Wallach & Kogan, 1965), motivation (Amabile, 1983), and 
knowledge (Amabile, 1988). Prominent examples are tests of divergent thinking as 
proposed by Guilford (1956), or the study of biographical and historical background 
of persons who showed outstanding creativity (Galton, 1869; Simonoton, 1975). Wil-
liams and Yang (1999) state that drawing conclusions from such psychometric stu-
dies for organizational creativity is problematic. The phenomenon they refer to has 
been labeled as “can” versus “will” distinction by Hunt (1995). Put simply, the per-
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formance of an individual in a laboratory situation does not necessarily allow conclu-
sions with regard to the same individual’s creative performance in the complex set-
ting of an organization. 
Consequently, individual views have then been further elaborated on in what can be 
referred to as systems views, which focus on the individual in a context (Williams & 
Yang, 1999; Gruber, 1986; Csikszentmihalyi, 1988). Such perspectives account for 
the problem that the individual perspectives tend to neglect the relationship between 
creative persons and their environment. That is, “the creative process is perceived as 
taking place within the context of a particular environment rather than in a vacuum” 
(Williams & Yang, 1999, p. 379). Systems views thus posit that creative products are 
the result of a process that takes place in a complex setting. However, they still treat 
creativity as an “individualized phenomenon” (Williams & Yang, 1999, p. 379). Be-
cause any organization is a system, systems views can help conceptualizing the vari-
ous factors that impact on creative performance within organizational settings (Wil-
liams & Yang, 1999). Consequently, the scope of research on creativity was ex-
tended to the group and, later, to the organizational level.  
At the group level, various characteristics of successful creative groups have been 
suggested. Important characteristics are leadership, group composition, group struc-
ture, cohesiveness, and resource availability (King & Anderson, 1990; Payne, 1990). 
Generally, creative groups should be heterogeneous and not too large (Amabile, 
1998) and leadership should be democratic and collaborative, so as to allow for max-
imal creative performance (King & Anderson, 1990). 
At the organizational level, creativity has been related to critical organizational influ-
ences (Amabile, 1998; Runco, 2007; Ryhammer & Smith, 1999; Ekvall & Ryham-
mer, 1999; Williams & Yang, 1999; Amabile, 1996). Ryhammer and Smith (1999) 
identify organizational structure, culture, climate, resources, workload pressure, and 
leadership style as critical organizational influences on creativity. Amabile (1996) 
suggests a model that comprises of five environmental components that impact on 
organizational creativity, namely encouragement of creativity, autonomy, resources, 
pressures, and organizational impediments to creativity. Yet, it has been asserted that 
relatively few variables at the organizational level have been considered in creativity 
models (Drazin et al., 1999; Styhre & Sundgren, 2005). Some authors have discussed 
in more practical terms how organizational creativity can be managed. Perry (1995), 
for example, discusses the corporate culture of small organizations that fosters crea-
tivity and innovation. The issues discussed as being conducive to creativity and in-
novation include the recruitment of people with appropriate personal and creative 
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skills, implementation of flat hierarchies, fostering of intrinsic motivation, rotating 
project leadership, cross-fertilization, and an innovation process comprising of the 
stages of understand, observe, visualize, implement, and evaluate. Tan (1998) frames 
the management of creativity in organizations as a complex problem that calls for an 
integrated approach. He introduces a total systems approach and proposes a frame-
work which posits that organizations comprise of four subsystems: culture, techno-
structural, management, and people. He further identifies three types of interven-
tions, namely, cultural, organization and design, and training development. Particu-
larly organization and design are relevant with regard to the present study. 
Tan (1998) writes that organizational and design changes “are directed at the techno-
structural subsystems” (pp. 26f.). Examples are activities such as installing systems 
to improve communications, aligning reward and appraisal systems, or investing in 
technology such as creativity-support systems. 
2.4.4 Multilevel Models of Organizational Creativity 
Taking off from theories focusing on the individual, so-called multilevel models 
(Giddens, 1994; DiMaggio, 1991) have emerged. In one of the first multilevel mod-
els of organizational creativity, Woodman et al. (1993) define organizational crea-
tivity as “the creation of a valuable, useful new product, service, idea, procedure, or 
process by individuals working together in a complex social system” (p. 293). Thus, 
at an organizational level, creativity is “a function of the creative outputs of its [the 
organization’s] component groups and contextual influences.” Thus, their multilevel, 
interactionist model describes organizational creativity as a complex interplay of 
individual creativity, group creativity, and organizational creativity that have an im-
pact on the creative process and, therefore, on the creative product. Drazin et al. 
(1999) write that, to date, “Woodman et al. (1993) offer the most comprehensive 
theoretical model, linking culture, resources, technology, strategy, and rewards to 
organizational creativity” (p. 288). Similarly, Borghini (2005) states that “at present 
only the model proposed by Woodman et al. (1993) offers a broad vision of the prob-
lem that approaches a systemic view” (p. 22). The model considers three levels of 
analysis, individual, group, and organization. It has been asserted that theoretical 
models of organizational creativity should consider multiple levels of analysis 
(Borghini, 2005; Drazin et al., 1999). The distinction of these three interrelated levels 
fits the context of this study, as business processes involve individuals as well as 
groups, and are carried out in complex organizational settings. 
Considering the above introduced literature, two interesting issues can be observed 
that have been pointed out by Drazin et al. (1999). First, research on organizational 
Related Literature – 22 – 
creativity has largely focused on small groups and independent project teams as their 
level of analysis. Exceptions include the works of Woodman et al. (1993), Glynn 
(Glynn, 1996), and Borghini (2005). Second, with regard to construct definition, fol-
lowing what has been called a functionalist-reductionist tradition (Rousseau, 1985), 
organizational creativity has predominantly been framed as an outcome. Thus, inde-
pendent variables are seen as factors that may be manipulated in order to improve the 
creative outcome. Moreover, Drazin et al. (1999) note that in the literature on crea-
tivity “there seems to be an implicit assumption that the creative process is alike at 
all levels of analysis – that is, for individuals, groups, and organizational systems” 
(p. 288). 
As a result of the above described levels of analysis, creativity has typically been 
modeled as a discrete task that is conducted by individuals or small groups, thus neg-
lecting the dynamics of the organizational creative process as well as the dimension 
of time (Drazin et al., 1999). This has led to static models with emphasis on the ex-
planation of the creative outcome as the dependent variable. 
In response to this, Drazin et al. (1999) define creativity as a sense-making process at 
the individual, group, and organizational level, rather than an outcome. They investi-
gate an exemplary setting that they describe as “an interdependent, complex, large 
scale, long duration organizational project” (p. 287). 
In order to explain how creativity impacts on business processes and how these can 
be managed, the static, outcome-oriented models do not provide satisfying answers. 
In comparison to the model proposed by Drazin et al. (1999), the present study’s 
contribution is original in that it investigates business processes that can be characte-
rized as highly dependent on creativity, interdependent, intensively involving the 
client, complex, but also repetitive. Albeit being of much finer granularity than the 
large-scale, long duration projects investigated by Drazin et al. (1999), such business 
processes span organizations from end-to-end while they involve both individuals 
and groups. 
Consequently, in this research a process-centric view was chosen. Therefore, this 
study can be framed as new response to the assertion that, at present, there is little 
knowledge of the factors that impact organizational creativity (Drazin et al., 1999; 
Borghini, 2005). By investigating how creativity impacts business processes and 
their management, the present study also proposes another level of analysis of crea-
tivity, namely that of complex and repetitive business processes. It is expected that 
such theory can combine concepts at various levels (group, individual, organization-
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al) and explain the relationships among these with a particular focus on the 
processes’ dynamics. 
In summary, existent studies cover various perspectives on organizational creativity. 
Even though these studies can be of great benefit to managers who are responsible 
for business processes, they do not explain how the occurrence of creativity impacts 
the business processes and how these end-to-end business processes involving indi-
viduals, groups, IT, and other resources can be managed effectively. As has been 
maintained earlier, process managers are impelled to not only seek to foster creative 
output, but also follow business imperatives such as time and budget, and also must 
consider and allocate available resources. 
2.5 Creativity in the Information Systems (IS) Discipline 
To date, the IS discipline has paid relatively little attention to creativity-related topics 
(exceptions can be found in Wierenga & van Bruggen, 1998; Kristensson & Norlan-
der, 2003; Couger & Higgins, 1993; Massetti, 1996). Most of the studies relate to 
how creativity can be supported by IT (e.g. Malaga, 2000; Massetti, 1996; Shnei-
derman, 2000; Hender et al., 2002) and how creativity can be utilized for the design 
of IT (e.g. Maiden et al., 2004; Cooper, 2000; Ocker et al., 1995). 
Couger et al. (1993) present six case studies that show how creativity techniques 
were used in order to solve IS-related problems so as to suggest how creativity of IS 
organizations can be improved. They identify twenty creativity techniques that 
proofed to be particularly fitting to the IS field. They further argue that managers 
must understand when and where creativity techniques can be used, so as to imple-
ment formal programs of creativity improvement. 
Cooper (2000) identifies creativity as a key to reengineering. He adapts a creativity 
model from the organizational literature in order to interpret the process of require-
ments gathering and experiences from logical design that were made within a reengi-
neering project. He chooses a case-study design and compares the findings based on 
creativity theory and traditional IT development theory viewpoints. The comparison 
reveals both similarities and differences.  
So-called creativity support systems (CSS) are computer-based tools that aim to sup-
port the process of creative problem solving (Massetti, 1996; Abraham & Boone, 
1994). Generally, it can be distinguished between those systems focusing on the in-
dividual and those systems that focus on groups (Cooper, 2000). With regard to sup-
porting creative groups, particularly so-called group support systems (GSS) and 
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group decision support systems (GDSS) have been investigated as a means of sup-
porting creativity in team-based environments (Nagasundaram & Bostrom, 1995; 
Kristensson & Norlander, 2003; Nunamaker & Appelgate, 1987). 
In summary, the IS discipline provides insights into the usage of IT in order to sup-
port creativity, identifies tools and techniques that can be used in order to enhance 
the creativity of IS professionals, and has applied creativity theory in order to ana-
lyze processes such as requirements engineering. Yet, to the author’s best know-
ledge, the discipline does not provide comprehensive theory that explains how crea-
tivity impacts on business processes, and how it can be managed, including the usage 
of IT. Consequently, the present study seeks to contribute to the IS body of know-
ledge by generating a substantive theory. 
2.6 Positioning of this Research 
Grounded in the above discussion on existing literature and considering the afore-
mentioned research problem and research questions, this study can be positioned as 
follows. It seeks to contribute to the IS body of knowledge by investigating the man-
agement of business processes that include creativity. In doing so, it aims at develop-
ing a process-oriented theory of creativity in business processes and, therefore, also 
contributes to the body of literature on organizational theories on creativity. Fig. 2.1 
provides a high-level overview of the literature review and the identified research 
gap. 
 
Fig. 2.1: Literature review and research gap 
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2.7 Chapter Conclusion 
This chapter was concerned with establishing the research context. Three main 
strands of literature were reviewed within a non-committal literature review. This 
first encounter with the related literature led to the identification of a research gap. It 
was argued that this study aims at contributing to the IS body of knowledge by gene-
rating a substantive theory that explains how process managers effectively deal with 
the phenomenon of creativity at a process level. 
It must further be noted that the literature review helped the researcher to substantial-
ly further his understanding of the area to be studied. This knowledge was necessary 
to understand that the research problem actually existed and helped to relate it to the 
existent body of knowledge. It is thus strongly agreed with those researchers who 
posit that even in inductive theory building research, existent literature cannot be 
neglected (e.g. Walsham, 1995; Urquhart & Fernández, 2006; Eisenhardt, 1989). 
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3 RESEARCH DESIGN 
A good design, one in which the 
components work harmoniously 
together, promotes efficient and 
successful functioning; a flawed 
design leads to poor operation or 
failure. 
Joseph A. Maxwell 
3.1 Chapter Introduction 
In this chapter the research design is introduced. Yin (2003) writes that „every type 
of empirical research has an implicit, if not explicit, research design” (p. 20). A re-
search design links the initial questions to the process of collecting, analyzing, and 
interpreting data (Yin, 2003). Maxwell (2005) argues that it is important to make the 
design explicit in order to clearly understand its strengths, limitations, and conse-
quences. In the following, the model for research is introduced (Maxwell, 2005). The 
model of research, i.e. a concise description of how this model for research was ac-
tually instantiated, is detailed in chapters 3 and 4. 
3.2 Designing the Research Design 
The specific research design underlying this study is the result of a design process 
based on three interrelated levels of decisions (Creswell, 2003; Crotty, 1998; Oates, 
2006): 
• By stating their knowledge claims, researchers explicate how and what they 
will learn in their study. In doing so, the researcher answers questions with 
regard to the nature of the phenomena of interest, the nature of knowledge 
claims, and the relationship between theory and practice (Orlikowski & Ba-
roudi, 1991). 
• Strategies of inquiry operate at a more applied level and provide direction for 
procedures within a research design. Strategies that are associated with the 
qualitative approach to research are ethnographies, grounded theory, case 
studies, phenomenological research, and narrative research (e.g. Mertens, 
1998). Strategies that are associated with the quantitative approach are expe-
riments and surveys, for example. The selection of the research strategy is in-
fluenced by the researcher’s goals and the nature of the research problem 
(Benbasat, 1984). 
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• The researcher has to apply research methods in order to collect and analyze 
data. Examples are quantitative research methods such as predetermined in-
strument-based questions, or qualitative research methods such as open-ended 
questions leading to interview data.  
Tab. 3.1 details the result of the design process based on these three levels. 
Tab. 3.1:  Levels of decision that influence the research design 
Level of decision This research 
Knowledge claims This study is interpretive in nature. The underlying assumption is 
that any access to reality is a social construction. 
Strategies of inquiry This research generates theory based on interpretive case studies. 
For data analysis, the grounded theory method as proposed by 
Strauss and Corbin (1998) was used. 
Research methods Unstructured and semi-structured interviews, process analysis, 
and document analysis were used to collect data.  
In the following, the philosophical background is described (chapter 3.3). Then the 
strategy of inquiry, namely case study research, where grounded theory was used in 
order to analyze data, is introduced. (chapter 3.4). The subsequent section details the 
overall research plan (chapter 3.5). Last the role of theory in interpretive research and 
the type of theory that is generated in this study are discussed (chapter 3.6). 
3.3 Philosophical Background and Epistemological Claims 
It is important to articulate the assumptions underlying a research endeavor, as these 
precede the choice of a research methodology (Creswell, 2003; Guba & Lincoln, 
1994; Becker & Niehaves, 2007). The philosophical paradigm (Burrell & Morgan, 
1979; Kuhn, 1996) of this research is that of interpretivism (Walsham, 1995). Inter-
pretive studies aim at creating an in-depth understanding of complex social settings 
where humans make sense of their perceived worlds. In doing so, interpretive re-
searchers try to understand the phenomena under investigation through meanings and 
values that people assign to them (Oates, 2006; Orlikowski & Baroudi, 1991; Wal-
sham, 1993). Thus, the underlying assumption is that both reality and any access to 
reality are social constructions (Klein & Myers, 1999; Walsham, 1995; Orlikowski & 
Baroudi, 1991). As opposed to positivist studies, interpretive studies are not based on 
hypothetical deductions but on the interpretation of complex social phenomena 
(Oates, 2006; Klein & Myers, 1999). In recent years, interpretive studies have in-
creasingly gained popularity in IS research (Walsham, 1995; Klein & Myers, 1999; 
Orlikowski & Baroudi, 1991; Suchman, 1987; Orlikowski, 1993).  
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In the present study it was aimed to gain an in-depth understanding of the phenome-
non of business processes that contain creativity. It was thus intended to study the 
phenomenon in what can be referred to as a natural setting with a particular focus on 
the participant’s perspectives (Orlikowski & Baroudi, 1991). Such a setting could be 
identified within organizations from the creative industries. Hence, a substantive area 
(Walsham, 1995) of a selected number of case organizations was studied. It is hoped 
that this understanding can then inform other settings. As Orlikowski and Baroudi 
(1991) note, interpretive studies intend to understand a phenomenon’s deeper struc-
ture, as such an understanding can then inform settings different to the observed one. 
Even though the underlying paradigm of this research is that of interpretivism, some 
aspects of positivism are present. In particular, the study aims at generating empiri-
cally valid conceptualizations that are expressed by the means of propositions 
(Fernández, 2003). In the following, the choice of the paradigm is further elaborated 
on by addressing beliefs about physical and social reality, beliefs about knowledge, 
and beliefs about the relationship between knowledge and the empirical world (Orli-
kowski & Baroudi, 1991; Chua, 1986).  
3.3.1 Ontological Position 
Ontological beliefs refer to the “essence of phenomena under investigation” (Orli-
kowski & Baroudi, 1991, p. 7). The basic question is whether the reality is indepen-
dent of humans or whether it only exists through human action and interaction (Bur-
rell & Morgan, 1979). 
Ontologically, this research is based on the assumption that reality is constructed and 
reconstructed by humans through subjective meanings and symbolic action in social 
processes (Orlikowski & Baroudi, 1991; Walsham, 1995; Burrell & Morgan, 1979). 
The processes that were subject to this study were not ‘given’ but the result of action 
and interaction of various actors within a complex organizational setting; they are an 
“intersubjective construction” (Walsham, 1995, p. 75).  
As a consequence, these processes do not exist independently from humans and, 
therefore, cannot be objectively measured. These phenomena can thus only be inter-
preted by researchers. It was therefore intended to “uncover the socially constructed 
meaning” (Cavana et al., 2001, p. 9) which different actors, such as clients and art-
ists, had created about the processes they are involved in.  
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Consequently, it was necessary to take a research approach that would allow for re-
cognizing different perceptions of different actors in order to understand how they 
construct their reality and thus shape the processes that were studied. 
It is further hoped that the emergent theory can reveal relevant factors that shape the 
context of processes that rely on creativity. Such factors would include perceptions 
and attitudes of the involved actors. 
3.3.2 Epistemological Position 
Epistemology refers to the question of how we know knowledge, that is, the nature 
of knowledge claims (Creswell, 2003; Walsham, 1995; Burrell & Morgan, 1979); or, 
as Orlikowski and Baroudi (1991) frame it, “the criteria by which valid knowledge 
about a phenomenon may be constructed and evaluated” (p. 8). Consequently, these 
assumptions help the researcher to identify what research methods and techniques 
may be used in order to gather empirical evidence (Orlikowski & Baroudi, 1991). 
From an interpretive viewpoint “understanding the social reality requires understand-
ing how practices and meanings are formed and informed by the language and tacit 
norms shared by humans working towards some shared goal” (Orlikowski & Barou-
di, 1991, p. 14). Hence, interpretive researchers access reality by constructing inter-
pretations that explain the creation of subjective meanings in a social setting (Orli-
kowski & Baroudi, 1991; Putnam, 1983; Walsham, 1995; Gibbons, 1987). 
In this study, it was intended to generate valid interpretive knowledge by investigat-
ing the phenomenon of interest from the participant’s frame of reference (Collis & 
Hussey, 2003). In order to do so, interpretive case studies were chosen as a research 
method and the grounded theory method was used in order to analyze data. In doing 
so, it was sought to avoid imposing externally defined concepts. Instead, it was at-
tempted to “derive constructs from the field by in-depth examination of and exposure 
to the phenomenon of interest” (Orlikowski & Baroudi, 1991, p. 14). Thus, it was 
aimed to generate theory while not being stifled by the researcher’s preconceptions. 
The grounded theory method is conducive to this assertion as it aims at generating 
theory that is grounded in empirical data (Glaser & Strauss, 1967). The categories 
that emerged from the research were intended to “closely couple those relevant to the 
study’s participants” (Orlikowski & Baroudi, 1991, p. 14). In interpretive research, it 
is intended that participants can “use their own words and images” and “draw on 
their own concepts and experiences” (Glaser & Strauss, 1967, p. 15). In the present 
study, for example, it was made use of so-called in vivo terms (Strauss, 1987), i.e., 
concepts that originate from the words of the participants. 
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3.3.3 Beliefs about Relationships between Theory and Practice 
Beliefs about relationships between theory and practice reflect values and intentions 
that researchers bring into a study (Orlikowski & Baroudi, 1991). With regard to the 
researcher’s role, two main variants of interpretive research can be recognized, the 
‘weak’ constructionist view and the ‘strong’ constructionist view. The weak con-
structionist view posits that the researcher applies various techniques of data collec-
tion and analysis in order to understand existing meaning systems and to interpret 
actions and events (Orlikowski & Baroudi, 1991). This view allows to understand 
interpretive research as a complementation of positivist research by “generating hy-
pothesis for further investigation, and by filling the knowledge gaps that positivist 
research cannot attend to” (Orlikowski & Baroudi, 1991, p. 15). In contrast, the 
strong constructionist view does not allow to complement positivist research but only 
to replace it. In this case, the researcher “constructs the form and nature of the phe-
nomenon through the world view he adopts to do the research” (Orlikowski & Ba-
roudi, 1991, p. 16). This means that “the researcher’s assumptions and values are 
deeply embroiled in the phenomenon – even in the very selection of a research ap-
proach” (Orlikowski & Baroudi, 1991, p. 16). Consequently, the researcher cannot 
be capable of choosing an ‘appropriate’ research approach. The present study em-
ployed the view of weak constructionism. 
3.4 The Strategy of Inquiry  
Having addressed the philosophical assumptions, the strategy of inquiry has to be 
determined. Considering the research problem as well as the philosophical assump-
tions discussed above, interpretive case studies (Walsham, 1995) were identified as 
the most appropriate strategy of inquiry. Consequently, a case study approach includ-
ing multiple methods of data collection was used. An adaptation of the grounded 
theory method as proposed by Strauss & Corbin (1998) was employed in order to 
analyze data and generate a substantive theory. In the following, the role of case 
study research in developing theory is discussed and an overview of the grounded 
theory method is provided. 
3.4.1 Building Theory from Cases 
Generally, scientific research comprises of the phases of observation, induction, and 
deduction (Eisenhardt, 1989; Handfield & Melnyk, 1998; Wallace, 1971). This re-
search is exploratory and aims at generating theory as opposed to testing theory. The 
main focus of the present study is on observation and induction. However, through-
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out the iterative process of building theory, the emergent theory was constantly de-
ductively compared to incoming data (Glaser, 1992). 
In order to inductively develop theory, interpretive case studies (Klein & Myers, 
1999; Neuman, 1997; Walsham, 1995; Walsham, 1993) were chosen as a research 
method since this research covers a new topic area and an intimate connection with 
empirical data is sought (Eisenhardt, 1989). Interpretive case studies “provide an 
account of what occurs in a social setting, which may be unique to that particular 
situation” (Oates, 2006, p. 300). It has been asserted that the outcome of case study 
research can be a theory (Walsham, 1995; Benbasat et al., 1987). The resulting 
theory can then be applied in further case studies in order to generalize. Benbasat et 
al. (1987) define case studies as follows: “A case study examines a phenomenon in 
its natural setting, employing multiple methods of data collection to gather informa-
tion from one or a few entities (people, groups, or organizations)” (p. 370). 
Thus, the case study method is appropriate when seeking answers to a research prob-
lem requires the researcher to study the phenomenon in a natural setting or to study 
contemporary events. Particularly those research phenomena that lack support from a 
broad theoretical base can be targeted by case study research (Benbasat et al., 1987; 
Eisenhardt, 1989). Benbasat et al. (1987) further argue that case study research is not 
suitable if it is necessary to control subjects or events. 
In view of that, this research can be characterized as follows. First, it aimed at study-
ing processes that include creativity in their natural setting. Second, no broad theoret-
ical base was available which explained how creativity impacts business processes 
and how organizations successfully manage business processes that are characterized 
by creativity. Third, considering the exploratory nature of this research, it was not 
necessary to control subjects of events. Case study research was thus an appropriate 
research strategy in order to seek answers to the research problem.  
Setting up case studies requires the researcher to make a couple of interrelated choic-
es with regard to units of analysis, single case vs. multiple case design, site selection, 
data collection methods, and data analysis procedures (Benbasat et al., 1987; Yin, 
2003). These issues were considered as follows. 
With the purpose of identifying a natural setting to study processes in creative envi-
ronments, it was planned to carefully choose case study organizations from the crea-
tive industries. The research problem targeted the phenomenon of processes in crea-
tive environments and thus determined the appropriate units of analysis (Yin, 2003). 
It was intended to study processes that include creativity by interviewing different 
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individuals who participate in creative processes. When using grounded theory as a 
method of data analysis, the unit of analysis is an incident (Fernández et al., 2002; 
Glaser & Strauss, 1967). Such incidents can have the form of text strings from inter-
views, or documents. In this study, incidents were also represented by sections in 
process models. Consequently, the selected cases “represent an aggregated, net-
worked collection” (Fernández et al., 2002, p. 114) of such documents. In the present 
study multiple cases were included. As Benbasat et al. (1987) state, multiple case 
designs are particularly fitting when the purpose of the research is theory building. 
Thus, it was planned to include cases to investigate them both for their similarities 
and differences. It was also intended to use multiple data collection techniques in 
order to triangulate across methods; namely document analysis, process analysis, and 
semi-structured interviews. Triangulation across methods is particularly useful when 
generating theory, as multiple perspectives allow the researcher to achieve a strong 
substantiation of emerging concepts (Eisenhardt, 1989; Pettigrew, 1990; Glaser & 
Strauss, 1967; Orlikowski, 1993). As Miles and Huberman (1994) subsume, “trian-
gulation is supposed to support a finding by showing that independent measures of it 
agree with it or, at least, do not contradict it” (p. 266). Business process modeling 
(Davis, 2001) was included as a further technique of data collection. It was hoped 
that detailed process models can provide answers to questions with regard to who is 
involved, what is produced, or what tasks are carried out, and thus provide the re-
searcher with an in-depth understanding of processes in creative environments. Semi-
structured interviews would then particularly focus on understanding contextual fac-
tors, goals, and strategies. Tab. 3.2 provides an overview of the above described le-
vels of decision. 
Tab. 3.2:  Case study design 
Level of decision This research 
Units of analysis Organizations from the creative industries where individuals 
work in processes that rely on creativity; the actual units of 
analysis were incidents, represented by text strings from inter-
views and process models 
Single case vs. multiple case Multiple cases in order to provide a broader basis for building 
theory in a substantive area 
Site selection Considering the research topic, it was planned to include case 
organizations where the phenomenon of interest can be easily 
observed 
Data collection  Multiple methods (document analysis, process modeling, semi-
structured interviews) 
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Level of decision This research 
Data analysis The grounded theory method in order to inductively generate 
theory that is grounded in empirical data 
Chapter 4 covers the actual selection of cases and data collection methods in detail. 
3.4.2 Grounded Theory as a Method for Theory Building 
3.4.2.1 The Choice of Grounded Theory as the Data Analysis Method 
In order to collect and analyze data an adapted version of the grounded theory me-
thod (Glaser & Strauss, 1967; Strauss & Corbin, 1998; Glaser, 1978; Urquhart, 2001; 
Charmaz, 2006) was used. Over the last decades, the grounded theory method has 
gained increased popularity in IS research (e.g., Urquhart, 2001; Fernández et al., 
2002), suggesting that grounded theory is becoming a well-accepted research method 
in IS research. The grounded theory approach essentially attempts to explore for, and 
develop, theoretical statements about the features of a phenomenon of interest while 
simultaneously grounding the account in empirical observations or data (Martin & 
Turner, 1986; Glaser & Strauss, 1967). One of the key advantages, and challenges, of 
the grounded theory approach is that it is applicable to research domains that are cha-
racterized by their emergence and lack of substantive theory. 
The process of theory building following grounded theory is highly iterative and 
theory and data are constantly compared (Glaser & Strauss, 1967; Strauss & Corbin, 
1998). This process can be referred to as comparative analysis. Glaser and Strauss 
(1967) further introduce theoretical sampling as a process of ”data collection for ge-
nerating theory whereby the analyst jointly collects, codes, and analyzes his data and 
decides what data to collect next and where to find them, in order to develop his 
theory as it emerges” (p. 45). For the purpose of theoretical sampling, the researcher 
selects samples (e.g. persons, sites, events) based on concepts and relationships that 
emerge from the analysis (Morse, 2007; Strauss & Corbin, 1998). Thus, samples are 
not predetermined; theoretical sampling cannot be planned previous to the study 
(Strauss & Corbin, 1998). Glaser and Strauss (1967) suggest combining the method 
of comparative analysis (constant comparison) with theoretical sampling. Strauss and 
Corbin (1998) describe the purpose of theoretical sampling as “to maximize oppor-
tunities to compare events, incidents or happenings to determine how a category va-
ries in terms of its properties and dimensions” (p. 202). Both comparative analysis 
and theoretical sampling are described in more detail in chapter 5.  
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In the present study, the grounded theory method was applied in order to analyze 
data for the following reasons. First, there was a lack of theories that provide ample 
answers on how creativity influences business processes and their management. 
Thus, an inductive, exploratory approach was appropriate (Martin & Turner, 1986; 
Orlikowski, 1993). It has also been asserted that grounded theory is conducive to the 
process of interpretive data analysis (Piantanida et al., 2002; Orlikowski, 1993). 
Second, business processes are highly dependent on, and influenced by, the contex-
tual environment in which they are embedded (Rosemann et al., 2008). Grounded 
theory aims at generating substantive theory (Glaser & Strauss, 1967) and places 
special emphasis on the premise that contextual complexities and particularities need 
to be incorporated into an understanding of a particular phenomenon (Orlikowski, 
1993). Thus, it was expected that the grounded theory method as an inductive ap-
proach to generating theory can help researchers to gain an in-depth understanding of 
business processes being investigated, as well as themes related to these. 
Third, BPM research focuses on practical issues and thus emphasizes practical relev-
ance. Similarly, grounded theory studies are suggested to generate theories that are 
not only rigorously developed but also provide useful insights for practitioners 
(Glaser, 1978; Fernández et al., 2002). Glaser’s (1978) arguments include the capaci-
ty of grounded theories to support practitioners in providing additional aspects that 
were not empirically known to them as well as increasing the experts’ ability to deal 
with new situations. 
Fourth, grounded theory is understood as to be particularly fitting to study processes 
as it facilitates “the generation of theories of process, sequence, and change pertain-
ing to organizations, positions, and social interaction”(Glaser & Strauss, 1967, p. 
114). Orlikowski (1993) frames the grounded theory method as a research approach 
that specifically includes elements of process and change. Urquhart and Fernandez 
(2006) describe grounded theory as “a flexible research method that is good for re-
searching processes, and for building theory in unexplored areas” (p. 462). 
3.4.2.2 Straussian versus Glasarian Grounded Theory 
Two main streams of grounded theory can be distinguished. Grounded theory was 
first introduced as a qualitative research method by Barney Glaser and Anselm 
Strauss in 1967. Strauss (1987) and later Strauss and Corbin (1990; 1998) introduced 
a differing approach that provides detailed procedures and techniques in order to 
analyze data. This type of grounded theory received much criticism from Glaser who 
even requested the 1987 book to be withdrawn, arguing that Strauss’ understanding 
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of grounded theory “misconceives our conceptions of grounded theory to an extreme 
degree, even destructive degree” (Glaser, 1992, p. 2). Urquhart states that there “is a 
major disagreement between the cooriginators, rather than a minor point of technical 
application of the grounded theory method” (Urquhart, 2001, p. 17). 
One key issue in Strauss and Corbin’s approach is the proposal of a coding paradigm 
that suggests to group categories into those representing intervening and causal con-
ditions, action/interaction, strategies, and consequences (Strauss & Corbin, 1998). 
Glaser’s main criticism is that the use of the paradigm would lead to forcing of data. 
In his 1992 book he writes: “If you torture the data long enough, it will give up! This 
is the underlying approach in forcing preconceptions of full conceptual description. 
The data is not allowed to speak for itself as in grounded theory, and to be heard 
from, infrequently it has to scream. Forcing by preconception constantly derails it 
from relevance” (Glaser, 1992, p. 123). 
Thus, he argues that the use of the paradigm would ignore the emergent nature of 
grounded theory (Urquhart, 2001). Urquhart (2001) further points out that she made 
similar experiences in her own research as “categories have to be reorientated and 
some reconsidered as either properties of other categories, or indeed relationships” 
(p. 17). Thus, she used it rather as a “jumping off point to think about categories, as 
opposed to a coding guide” (Urquhart, 2001, p. 18). 
Consequently, researchers must be aware of the type of grounded theory they are 
using. As indicated earlier, in this research the Straussian approach to grounded 
theory was used. It is not the purpose of this study to fully investigate the conflict 
between the two strands. Yet, it is necessary to explain the main reasons that led to 
this decision. 
Altogether, the approach of Strauss and Corbin appeared to be particularly fitting in 
order to seek answers to the research problem and research questions: Strauss and 
Corbin (1998) explicitly state that “by answering the questions of who, when, where, 
why, how, and with what consequences, analysts are able to relate structure with 
process” (p. 127) and the focus of this research was on studying a particular kind of 
processes (those that contain creative tasks). Moreover, Strauss and Corbin encour-
age researchers to mix grounded theory with complementing methodologies and to 
even apply existing insights and experience into the study (compare also Warburton, 
2005). Warburton (2005) describes Strauss and Corbin’s approach as “a ‘pragmatic’ 
approach with a more ‘structured’ attitude to theory building” (p. 4); an approach 
that was found suitable in order to answer the research questions. Consequently, in 
this research, for the purpose of analyzing data, an adaptation of the grounded theory 
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method as proposed by (Strauss, 1987) and further developed by (Strauss & Corbin, 
1990; 1998) was employed. Chapter 5 covers a detailed description of how grounded 
theory was used in order to analyze data. 
3.5 Overall Research Plan 
Having introduced philosophical assumptions and the main strategies of inquiry, the 
research plan including detailed methods for data collection and analysis can be de-
scribed. The research plan underlying this study can be roughly separated into the 
main phases of contextualization, exploratory case studies, and discussion of find-
ings. Fig. 3.1 provides an overview of the high-level research plan including the 
chapters in which the various topics are addressed. 
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Fig. 3.1: High-level research plan 
3.5.1 Phase 1: Contextualization 
Within the contextualization phase (stages I-II in Fig. 3.1) including preliminary in-
terviews and a first non-committal literature review (compare chapter 2) the above 
described problem situation became apparent and tentative research questions were 
defined. It has been asserted by various authors that even inductive theory building 
studies cannot neglect existent literature (Urquhart & Fernández, 2006; Walsham, 
1995; Eisenhardt, 1989). As indicated earlier, the study started with a rather broad 
Research Design – 38 – 
research problem that was then broken down into more specific research questions. 
The literature review was non-committal. Thus, literature was revisited throughout 
the study as the emergent theory determined the relevance of the reviewed literature 
(Urquhart & Fernández, 2006). 
3.5.2 Phase 2: Exploratory Case Studies 
In stage III data was collected through semi-structured interviews, process analysis, 
and document analysis. The process of data collection including site selection, inter-
view design and implementation is covered in detail in chapter 4. The data was then 
coded and analyzed using an adapted version of the grounded theory method as pro-
posed by Strauss and Corbin (1998) and a theoretical model was developed 
(stage IV).  
Breaking down the process into distinct stages is somewhat artificial, as the process 
of building theory underlying this research was highly iterative. As indicated in the 
discussion of building theory from case study data, data was simultaneously col-
lected and analyzed. Similarly, Maxwell (2005) argues with regard to qualitative re-
search design: „Such sequential models are not a good fit for qualitative research, in 
which any component of the design may need to be reconsidered or modified during 
the study in response to new developments or to changes in some other component“ 
(p. 2).  
He further states that: “The activities of collecting and analyzing data, developing 
and modifying theory, elaborating or refocusing the research questions, and identify-
ing and addressing validity threats are usually all going on more or less simulta-
neously, each influencing all the others. This process isn’t adequately represented by 
a linear model, even one that allows multiple cycles, because in qualitative research 
there isn’t any unvarying order in which the different tasks or components must be 
arranged” (p. 2). 
Consequently, the model described above is not more than a conceptualization that is 
intended to illustrate different tasks that were carried out in a highly interwoven and 
iterative manner in order to develop theory. The model described in Fig. 3.1 is rather 
a model for research than a model of research (Maxwell, 2005). The model of re-
search is much more complex and becomes only fully comprehensible through the 
detailed description of the actual processes of data collection (chapter 4) and data 
analysis (chapter 5). 
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3.5.3 Phase 3: Discussion of Findings 
Finally, the results of the study were compared and contrasted with existent literature 
(stage VI). Thus, related literature was considered in two sections: first, within the 
non-committal literature review with the main purposes of clearly identifying the 
research gap and positioning this study within the context of IS research and second 
at the end of the study in order to engage with existent theory. 
3.6 The Role of Theory for this Research 
A theory is a “set of well-developed concepts related through statements of relation-
ship, which together constitute an integrated framework that can be used to explain 
or predict phenomena” (Strauss, 1987, p. 15). Relations and concepts exist within 
certain boundary assumptions and constraints (Dubin, 1969; Bacharach, 1989). Ba-
charach (1989) notes that a theory is “no more than a linguistic device used to organ-
ize a complex empirical world” (p. 496). Hall and Lindzey (1957) describe the pur-
pose of a theory as “that of preventing the observer from being dazzled by the full-
blown complexity of natural or concrete events” (p. 9). Popper (1961) describes 
theories as “nets cast to catch what we call ‘the world’” (p. 37). Bacharach (1989) 
concludes that the function of theoretical statements is to organize and to communi-
cate. Summarizing, theory can be described as a means for understanding the world 
(Castells, 2000). 
Within interpretive research, theory can have different roles (Eisenhardt, 1989). As 
discussed by Eisenhardt (1989) and Walsham (1995), for example, there are three 
distinct usages of theory in interpretive studies: theories as an initial guide to design 
and data collection, as part of the iterative process of data collection and analysis, 
and as a product of the research (Walsham, 1995, p. 76).  
With regard to the role of theory when conducting grounded theory studies, Walsham 
(1995) notes that particularly the latter two uses would be emphasized as the 
grounded theory method is characterized by the primacy of inductively constructing 
theory that is grounded in field data. Consequently, in the present study theory was 
(a) part of an iterative process of building theory, and (b) the result of the research 
process. These two aspects are discussed in the following. 
3.6.1 Theory as a Result of this Research 
Theories can be classified by their breadth of focus (Gregor, 2006). Substantive theo-
ries are developed for specific areas of inquiry, mid-range theories hold a moderate 
level of abstraction, and formal theories are developed for broad conceptual areas. 
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Mid-range theories are thought to be of particular relevance for practice disciplines 
(Merton, 1967). 
The present study aimed at generating substantive theory. As Glaser & Strauss 
(1967) argue, grounded theory can be applied in order to generate both substantive 
and formal theory. Whereas substantive theory is grounded in empirical data from a 
specific domain of inquiry, formal theory explains conceptual areas of investigation 
(Glaser & Strauss, 1967). As a consequence, substantive theory is applicable to the 
domain where it was derived from (Fernández et al., 2002). Glaser and Strauss 
(1967) further state that substantive theory can be the basis for the development of 
formal theory: “We believe that although formal theory can be generated directly 
from data, it is most desirable, and usually necessary, to start the formal theory from 
a substantive one” (p. 79). It is thus hoped that the substantive theory developed in 
this research can be the starting point for the development of more general theory. 
Gregor (2006) proposes a taxonomy for classifying theories relevant to IS and distin-
guishes five interrelated types of theory. These are theory for analyzing, theory for 
explaining, theory for predicting, theory for explaining and predicting, and theory for 
design and action. She points out that explaining and predicting are the ‘twin goals’ 
of theory. 
Theories for analysis and description do not explain causality or provide predictive 
generalizations. Such theories specify relationships that are classificatory, composi-
tional, or associative and thus go beyond the mere description of those phenomena of 
interest. The contribution of such theory can be seen in providing systematics (in 
particular the delineation) of phenomena little is known about. Typical forms of such 
theories are classification schemata, taxonomies, topologies, and frameworks (e.g. 
Gorry & Scott Morton, 1971).  
Theories for explaining provide “an explanation of how, why, and when things hap-
pened, relying on varying views of causality and method for argumentation” (Gregor, 
2006, p. 619). Gregor (2006) further notes that these theories do not have the primary 
objective of generating testable hypotheses and proposes the alternative labeling of 
theories for understanding. A well-known example often used in IS research is the 
actor-network theory, which, as opposed to other network theories, includes objects 
and organizations that collectively form actor-networks (Callon, 1986). Thus, the 
theory can aid people in viewing the world in a certain way (Klein & Myers, 1999). 
Explaining theories are typical results of interpretive research as they do not seek to 
provide predictive generalizations. However, interpretive research may also generate 
theory that provides testable propositions (Gregor, 2006; Walsham, 1995).  
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Predictive theory focuses on what will be rather than the why. Such theory “states 
what will happen in the future if certain preconditions hold” (Gregor, 2006, p. 619). 
The causal relationships between dependent and independent variables are not ex-
plained. Gregor (2006) states that not much purely predictive theory can be found in 
the IS discipline. She further mentions Moore’s law, which states that the number of 
transistors of an integrated circuit doubles every two years, thus doubling its power, 
as one of the few exemptions (Moore, 1965). 
Theory for explaining and predicting provides causal relationships between depen-
dent and independent variables and explains the future consequences at the same 
time. Such theory is typical for the natural science model of research. Recker (2008), 
for example, proposes a theory of the continuous use of process modeling grammars 
that aims to both explain and predict. The theory he proposes has its roots in the 
technology acceptance model (TAM) (Davis, 1989), expectation confirmation theory 
(ECT) (Oliver, 1977; Oliver, 1980), and task-technology fit theory (TTF) (Goodhue, 
1995), which are explaining and predictive theories by themselves. 
Theories for design and action explain how something can be done (Walsham, 1995; 
Gregor, 2002). Research in this area has also been labeled design science (March & 
Smith, 1995; Hevner et al., 2004). Subject to design science studies are IT develop-
ment processes and concepts (Gregor, 2006). A recent example is the use of process 
grammars as a tool for business process design (Lee et al., 2008). 
In the present study, it was intended to develop a theory that is primarily explanatory. 
As will be seen, however, predictive elements are also present. The emergent theory 
is explaining in the sense that it describes factors that shape processes that are cha-
racterized by creativity. It is predictive because it also describes the consequences 
that are associated with the application of certain strategies as well as the use of IT. 
Caution must be exercised though; it has been asserted that those generalizations 
drawn from interpretive research are primarily explanations for past data. Social 
structures that are generated by humans and their interaction are not space-time inva-
riant (Walsham, 1995; Bhaskar, 1979). The generalizations are thus not necessarily 
capable of wholly predicting future situations (Walsham, 1995). Yet, as Gregor 
(2006) states, “the degree of certainty in the prediction is expected to be only approx-
imate or probalistic in IS” (p. 619). Different authors have asserted that general laws, 
such as in natural sciences, are rather unlikely in social contexts, mainly due to the 
large number of conditions (e.g. Gregor, 2006; Walsham, 1993; Creswell, 2003). 
Research Design – 42 – 
3.6.2 Theory as Part of the Iterative Process of Building Theory: Theoretical 
Sensitivity 
With regard to inductively building theory, Eisenhardt (1989) states that researchers 
should avoid thinking about the specific relationships between variables as this may 
bias and limit their potential findings. Yet, she expresses that it is impossible to 
achieve the “ideal of a clean theoretical slate” (p. 536). Other authors have also 
pointed out that the idea of the researcher as a ‘blank slate’ is a misconception (e.g. 
Urquhart & Fernández, 2006; Selden, 2005; McCallin, 2003). Strauss and Corbin 
(1998) further note that researchers “might turn to the literature or experience to find 
examples of similar phenomena” (p. 44). They should, however, avoid early thinking 
about the actual relationships between these variables. Also the researcher should be 
self-reflective in order to be conscious of biases that may result from her own back-
ground knowledge (Sarker et al., 2001). In this research, this meant constantly step-
ping back and questioning whether concepts and relationships were actually 
grounded in the data or were imposed by preconceived knowledge. 
As has been reinforced by various authors (e.g. Woodman et al., 1993; Couger & 
Higgins, 1993), the so-called 4 Ps (creative product, creative person, creative pro-
cess, and creative place or creative environment) need to be considered when study-
ing organizational creativity and are central concepts in theories on creativity at indi-
vidual, group, and organizational levels (Firestien, 1993; Runco, 2007; Isaksen, 
1987; Rhodes, 1961; Brown, 1989). The knowledge that was presented in the litera-
ture review (chapter 2) served as a sensitizing device (Klein & Myers, 1999; Wal-
sham, 1995). It thus became part of the iterative process of collecting and analyzing 
data in order to build theory (Walsham, 1995). This is in conformance with Walsham 
(1995) who states that it “is possible to access existing knowledge of theory in a par-
ticular subject domain without being trapped in the view that it represents final truth 
in that area” (p. 77). He even notes that the warnings of Glaser and Strauss may 
“tend towards approaches which risk ignoring existing work” (p. 77). 
The sensitizing device was thus used to “view the world in a certain way” (Klein & 
Myers, 1999, p. 75); it provided a tentative understanding of relevant topics or 
themes and suggested relevant units of analysis. The sensitizing device thus sug-
gested that it was particularly important to consider persons that engage with the 
process and to understand how they do so, as well as understanding the processes’ 
context. This is congruent with the paradigm proposed by Strauss and Corbin (1998) 
for conducting grounded theory, as they propose to consider causal and intervening 
conditions that shape the process under investigation. Thus, the sensitizing device 
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was a means for guiding theoretical sampling and was further thought to enhance the 
researcher’s ability to make theoretical comparisons. Theoretical comparisons work 
at a concept level where tools are used to “stimulate our thinking about properties 
and dimensions and to direct our theoretical sampling” (Strauss & Corbin, 1998, p. 
78). Fig. 3.2 provides a graphical overview of the sensitizing device. 
 
Fig. 3.2: Sensitizing device based on the review of existent literature 
As theory needs to be informed by the examination of existent theory (Stuart et al., 
2002), in a later, integrative stage (stage V in Fig. 3.1) of this research relevant exis-
tent theories on creative processes, creative products, creative persons, and the crea-
tive environment were assessed to further explain and inform the emergent theory 
(Urquhart & Fernández, 2006). Consequently, the process of building theory under-
lying this research is informed (a) by conducting exploratory case studies and apply-
ing the grounded theory method for analyzing data, and (b) by examining and con-
sulting existent theory in a later, integrative stage. Thus, existent theory was not 
completely omitted but delayed as it was intended to inform later stages of theory 
development (Gibbs, 2002). 
3.7 Chapter Conclusion 
It must be noted that the present study employed a research design which cannot be 
labeled as ‘pure’ grounded theory. The grounded theory method was applied in order 
to analyze data that were collected in multiple case studies. Thus, the present study 
combines grounded theory and case study research. Four arguments have been put 
forward that explain why grounded theory was chosen as the method of data analysis 
(lack of theory, contextualization, practical relevance, suitability to study processes). 
In the present study it was tried to follow the basic principle of the grounded theory 
method of avoiding to be stifled by pre-conceptions in order to allow theory to 
emerge from the data; yet, existent literature was not completely omitted. This is 
congruent with what different authors have written about the role of existent theory 
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in inductive theory building research (e.g. Urquhart & Fernández, 2006; Walsham, 
1995; Selden, 2005). 
It was further argued that the study aimed at generating explaining theory, which is 
typical for research that belongs to the interpretive paradigm. However, predictive 
elements are also present. It has been asserted that interpretive studies can also gen-
erate propositions, which can form the basis towards testable generalizations (Wal-
sham, 1995; Gregor, 2006). This is also congruent with the weak constructionist pa-
radigm underlying this research. 
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4 CASE STUDIES, DATA COLLECTION, AND PRELIMINARY DATA 
ANALYSIS 
Whatever has happened in my 
quest for innovation has been part 
of my quest for immaculate reality. 
George Lucas 
4.1 Chapter Introduction 
This chapter describes the case studies that were used and the data that was collected 
in the course the study. It gives a summary of the products and processes as well as 
the role of IT in each organization. It also provides an account of the people who 
were interviewed and processes that were analyzed. The chapter thus describes the 
context of the processes that were studied. Moreover, the results of the preliminary 
data analysis based on initial interviews are introduced. Preliminary data analysis set 
the ground for the formal process of grounded theory data analysis. 
4.2 Site Selection 
The selection of case study sites is one of the most important decisions when devel-
oping theory (Eisenhardt, 1989). Cases in theory building are chosen for theoretical 
rather than statistical reasons. In this study, for data collection with the purpose of 
doing theoretical sampling (Glaser & Strauss, 1967), three organizations from the 
creative industries were chosen carefully. The creative industries are commonly re-
ferred to as an industry that is focused on creating and exploiting intellectual proper-
ty (Cunningham, 2002). The UK Government Department for Culture, Media and 
Sport (DCMS) (2008) defines the creative industries as “those industries that are 
based on individual creativity, skill and talent”. They also note that the creative in-
dustries “have the potential to create wealth and jobs through developing intellectual 
property.” As has been asserted by various authors, the creative industries are one of 
the fastest growing sectors and are an important economic driver (e.g. Cunningham, 
2002; Howkins, 2001; Hartley, 2005). Creative sectors that are commonly seen as 
being part of the creative industries include film, television, video, software, comput-
er games, music, and the performing arts (Cunningham, 2002). The case organiza-
tions that were used within the present study belong to a sector which is often re-
ferred to as the film business (Jeffrey, 2006), or the film industry (Ravid, 1999). As 
will be detailed in the next section, they work in the later stages of the film business 
value chain, particularly in the so-called post-production and VFX production. The 
processes that were studied have earlier been described as highly dependent on crea-
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tivity, interdependent, intensively involving the client, complex, but also repetitive. 
The aim was to select sites that “are particularly suitable for illuminating and extend-
ing relationships and logic among constructs” (Eisenhardt & Graebner, 2007, p. 27). 
At the same time, it was desired to enclose cases that are “likely to replicate or ex-
tend the emergent theory” (Eisenhardt, 1989, p. 537). Thus, organizations were se-
lected, where “the process of interest is transparently observable (Eisenhardt, 1989; 
Pettigrew, 1990). Yin (2003) proposes two criteria for site selection: literal replica-
tion and theoretical replication. Literal replication refers to sites where similar results 
are predicted, whereas theoretical replication refers to sites where contradicting re-
sults are predicted. Thus, in order to develop theory in a substantive area, a primarily 
literal approach to selecting cases was chosen. This approach is an accepted practice 
when conducting exploratory research which seeks to gain in-depth understanding of 
a particular context (Eisenhardt, 1989; Neuman, 1997). Tab. 4.1 provides an over-
view of the case organizations that were studied. The particular interviewees and 
investigated processes will be introduced later in this chapter. 
Tab. 4.1:  Case study organizations 
Organization Approx. number of employees  Main areas 
Organization A 40 employees, 100 full-time postgraduate 
students, 5000 students attending short 
courses 
Teaching 
Organization B Approx. 100 Post-production: VFX production 
Organization C Approx. 150 Post-production, TVC 
The rather narrow focus of the case organizations limits the scope of the emergent 
theory; the theory is thought to explain the phenomenon of a particular type of 
processes under certain circumstances in a certain area (Strauss & Corbin, 1998; Ur-
quhart, 2001). However, the three organizations have different business focuses, 
which made it possible to investigate those organizations, both in terms of their simi-
larities and differences (Orlikowski, 1993; Glaser & Strauss, 1967). 
4.2.1 The Context of Film and VFX Production 
The process of film production can be broken down into the stages of development, 
pre-production, production, and post-production (Clevé, 2006; Seidel et al., 2006). In 
essence, films are projects (Ravid, 1999; Morley & Silver, 1977). A project has been 
defined as an endeavor in which resources are organized in a novel way and that is 
characterized by a unique scope of work and carried out within certain time and 
budget constraints (Turner, 1993). However, within a film production, processes are 
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usually carried out repeatedly (Seidel et al., 2006). For a feature film, for example, 
usually many VFX sequences have to be developed. Moreover, much of what is done 
for a particular film may be done in a similar way for another one. In the following, 
an overview of the different stages of film production and the involved processes is 
provided. 
Subject to the development stage are functions such as concept, budgeting, financing 
and scheduling. Particularly the financing stage is complex and demanding (Goettler 
& Leslie, 2005; Cones, 1998). Gillezeau (2004) distinguishes between concept 
phase, development phase, and finance phase. “The goal during the concept phase is 
to create a polished concept document (or ‘pitch document’) that will attract devel-
opment investment, or better still production financing, for the project” (Gillezeau, 
2004, p. 5). The development phase involves creating a written proposal.  
Pre-production is the period from the official start of a project to the first day of 
shooting (Parer, 2006). It deals with all the aspects related to the practical production 
needs of the project. Gillezeau (2004) states that the line between finance, pre-
production, and production can become blurred. This is due to the fact that pre-
production might begin even before all the financial aspects are settled. It is a quite 
complex task to get consistency between contracts and agreements among all the 
involved parties. 
In most cases the production phase is the most expensive one (Gillezeau, 2004). Sub-
ject to the production phase is the actual shooting (Clevé, 2006); i.e., the production 
of the feature film, TV-commercial, etc. 
The post-production phase comprises all steps that have to be done between produc-
tion and final delivery (Clark & Sphor, 1998; Lux, 2007). The person in charge of 
the post-production process is commonly called a post-production supervisor (Clark 
& Sphor, 1998; Kellison, 2006). Creation of VFX is also within this phase (Wales, 
2005). The creation of VFX is often seen as a separate production process and is 
called the digital production process, e.g. (Kerlow, 2004). It typically begins parallel 
to the production phase.  
Fig. 4.1 provides an overview of the screen business value chain. The model serves 
as a business process framework (Becker & Meise, 2003) in order to position the 
products and processes of the three case organizations. 
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Fig. 4.1: The screen business value chain (compare Seidel et al., 2006)  
The organizations that are involved in the value chain differ from production to pro-
duction. Fig. 4.1 represents those companies that are typically involved in a feature 
film production. The production company serves as a coordinator and facilitator in 
the process. The markets that are served are of critical importance as this particularly 
impacts the deliverable; the deliverable is the main output of the value chain and can 
be seen as the key driver in the film industry. Post-production processes, for exam-
ple, largely differ depending on whether the product is to be published on DVD only, 
is a feature film that will be shown in cinemas, or is a pure TV production (a feature 
film that will be shown in a theatre, for example, will usually be shot on a medium 
different to that used for a TV production; this then requires the use of different tech-
niques and systems throughout post-production). The main stages of the value chain 
can be further broken down into processes of finer granularity. Such processes were 
subject to this study. 
4.2.2 Organization A 
Organization A is a teaching body in the field of film, radio, and television produc-
tion. The organization conducts smaller film production projects and, therefore, has 
good process knowledge of the different stages of film production. The organization 
was chosen as a case study because it was hoped that respondents could provide 
access to a broad range of processes in the film industry. Moreover, the case was 
intended to provide a broader overview of the value chain and interrelationships be-
tween various processes in the film industry. 
Products and Processes 
The main product of this organization is teaching. It can be distinguished between 
short courses and degrees. However, the organization also conducts actual film 
projects. Teaching professionals that were interviewed have practical experiences in 
film production. Respondents work, for example, as producers on independent film 
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projects. Fig. 4.2 illustrates that Organization A carries out processes that belong to 
all stages of the film business value chain. 
 
Fig. 4.2: Primary focus of Organization A 
The Role of IT 
Typical IT systems that are used in Organization A include tools for scheduling as 
well as artist systems that are used in order to carry out particular creative processes, 
such as editing in post-production. 
4.2.3 Organization B 
Organization B is a VFX house. VFX are computer-generated artifacts that are com-
bined with conventional film material within television commercials (TVC), feature 
films, and other screen products (Kerlow, 2004). Processes in the VFX industry are 
characterized by the involvement of people with different roles (VFX artists, tech-
nical directors, producers, etc.), who work on highly creative outputs. At the time of 
the study the organization had around 100 employees. Clients of Organization B in-
clude major Hollywood film studios, international producers, directors, and VFX 
supervisors. 
Products and Processes 
The main products of Organization B are VFX for feature films. The core process of 
Organization B is the so-called production pipeline. The main purpose of this process 
is the generation of computer-generated characters, character animation, as well as 
realistic simulations. Besides these highly creative processes, the organization em-
ploys a number of administrative processes, such as finance processes, human re-
source processes, and marketing processes. Due to the research objectives of this 
study, particularly creative processes related to the above mentioned production pipe-
line were studied. Fig. 4.3 illustrates that Organization B, as a VFX house, carries 
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out processes that are primarily related to the production and post-production stage 
of the film business value chain. 
 
Fig. 4.3: Primary focus of Organization B 
The production pipeline comprises of complex sets of processes characterized by 
innumerable interdependencies and high levels of creativity that result from the com-
plexity of the generated products. For example, generating a VFX shot requires the 
creation of so-called bones, textures, and animation. The primary outputs are com-
puter-generated images (digital assets) that can contain characters, animations, and 
realistic simulations. One such example is an animated spider. Fig. 4.4 shows the 
results of an intermediate process step (the so-called mesh). Eventually, the spider 
will be part of a shot that includes footage from production. Thus, there are also in-
terdependencies with production processes. For example, the spider may be dangling 
from a web in a barn that was shot on a ‘real world’ set; hence the intimate connec-
tion to the production stage. 
 
 
Fig. 4.4: Example (intermediate) product of Organization B 
The Role of IT 
IT has an important role within Organization B. IT systems are used for managing 
VFX production processes, for knowledge management, group communication, and, 
of course, for supporting the actual creative work. In terms of supporting creative 
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work, it can be distinguished between IT for 2D animation, 3D animation, rendering, 
and editing. Moreover, Organization B employs software that supports reviews and 
approvals and numerous other systems supporting various aspects of the processes, 
such as a system for bug tracking and a wiki that supports knowledge management. 
4.2.4 Organization C 
Organization C focuses on post-production; i.e. to the stage of film production in 
which footage and audio are joined to a “flowing coherent piece” (Kellison, 2006). 
However, besides classical post-production Organization C also works in the areas 
of animation films and VFX production. 
Products and Processes 
Organization C has a broader scope than Organization B. Organization C offers 
VFX production for TVC, feature film, and television, different post-production ser-
vices, as well as distribution of various types of digital media (Fig. 4.5). Thus, Or-
ganization B employs a great variety of processes that rely on creativity. Example 
processes are post-production, VFX production, sound design, and DVD production, 
including the design of menus etc. 
 
Fig. 4.5: Primary focus of Organization C 
The Role of IT 
Similarly to Organization B, IT infrastructure plays an important role in Organiza-
tion C. The organization employs software for process support, knowledge and asset 
management, as well as the actual creative work. Many aspects of the IT infrastruc-
ture that can be found in Organization C are similar to those of Organization B. 
4.2.5 Additional Individual Cases 
Two additional interviews were conducted that particularly focused on the role of IT 
in creative industries processes. The interviewees were thus selected in order to theo-
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retically sample (compare chapter 3.4.2). Adding cases to original case studies is 
quite common in case study research (Eisenhardt, 1989). 
One interview was conducted with a production manager from a leading European 
TV production company, the other with an American IT professional with great ex-
perience in the creative industries, particularly in TV production. 
4.3 Data Sources 
The research strategy of this endeavor was to examine processes that contain creativ-
ity in depth and collect contextual information around these processes at the same 
time. Data collection took place over a period of approximately two years. Altogeth-
er, well above 30 people were interviewed.1 The sourcing strategy involved semi-
structured interviews, process analysis and document analysis. That is, multiple data 
sources were included in the study. The approach of using multiple data collection 
techniques is referred to as triangulation across methods. As indicated earlier, trian-
gulation across methods is particularly useful when generating theory, as multiple 
perspectives allow the researcher to achieve a strong substantiation of emerging con-
cepts (Orlikowski, 1993; Eisenhardt, 1989; Pettigrew, 1990; Glaser & Strauss, 1967). 
With regard to grounded theory, Glaser and Strauss (1967) encourage researchers to 
include different data collection techniques, as different types of data “give the ana-
lyst different views or vantage points from which to understand a category and to 
develop its properties” (Glaser & Strauss, 1967, p. 65). These different views they 
call “slices of data” and they go as far as to say that in theoretical sampling “there are 
no limits to the techniques of data collection, the way they are used, or the types of 
data acquired” (Glaser & Strauss, 1967, p. 65). Fernandez et al. (2007) pick up this 
discussion and conclude that “the nature of the data is not important in itself” (p. 
233). What is more important is “the role the data play in providing evidence for 
useful conceptualizations”.  
The study started with informal interviews with managers, creative workers, and 
teaching professionals. The research problem became apparent and some initial, ten-
tative research questions were formulated. Semi-structured interviews were then 
conducted. The interviews were either audio-taped and then transcribed, or detailed 
notes were taken. During this phase of analysis, the research questions were refined. 
As Dey (1993) notes, a common consequence of qualitative research is that the re-
                                                          
1  24 people were involved in semi-structured interviews and/or process modeling and approx-
imately another 15 people participated in preliminary interviews and meetings. A detailed ac-
count on the 24 people that were involved in semi-structured interviews and process modeling is 
given below. 
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search questions develop over the course of the study, during data analysis. Further 
sources of information were process models and documents. Process-modeling tech-
niques (Scheer et al., 2005; Davis, 2001) as well as document analysis (mainly exis-
tent process documentation) were used so as to acquire an advanced understanding of 
the processes being studied. 
Tab. 4.2 provides an overview of the types of interviews that were conducted in the 
course of this study. The table also provides details on the time horizon in which the 
different types of data collection were carried out. 
Tab. 4.2:  Types of interviews conducted in the course of this study 
Type of interviews Description/purpose Chapter Time horizon 
Preliminary inter-
views/preliminary 
meetings 
Gaining an initial understanding of 
relevant themes 
4.3.1 April – June 
2006 
Semi-structured  
interviews 
Understanding context, strategies, 
and consequences 
4.3.2 March 2007 – 
December 
2008 
Process modeling  
and analysis 
Detailed analysis of processes that 
contain creative tasks using a process 
modeling grammar 
4.3.3 May 2006 – 
March 2007 
4.3.1 Preliminary Interviews and Meetings 
The preliminary interviews were intended to further the understanding of the re-
search problem. These first encounters with the respondents were structured as open 
discussions. Topics that were discussed included the general nature of processes 
within the creative industries as well as process-related challenges currently being 
faced by the organizations that were investigated. As a result of these interviews, the 
research problem could be refined and broken down into more specific research 
questions (compare chapter 1.3).  
Tab. 4.3 provides an overview of preliminary interviews and meetings, as well as 
topics that were discussed. As Tab. 4.3 shows, interviews were also conducted with 
participants that did not belong to the case study companies that eventually found 
their way into phase 2 of the study. This process is called convenience sampling as 
participants are selected who are accessible (Richards & Morse, 2007; Morse, 2007). 
Strauss and Corbin (1998) describe this mode of sampling as a subtype of theoretical 
sampling. Morse (2007) states that such sampling is “used in the beginning of a 
project to identify scope, major components, and trajectory of the overall process” (p. 
235). Two of the organizations where preliminary interviews were conducted were 
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later found to be particularly fitting to further investigate the research problem and 
eventually became case organizations A and B. It must be noted that other conversa-
tions and meetings that were not recorded in detail also influenced the preliminary 
stage of this study. As indicated, approximately 15 respondents from film and VFX 
production were involved within this phase of the research. 
Tab. 4.3:  Preliminary interviews 
Date Organization Participants Identified topics 
12-04-
2006 
Organization B CEO, manage-
ment 
Processes are characterized by high levels of 
uncertainty 
Processes need to be flexible 
Knowledge dissemination is important 
Risk is an important issue 
12-04-
2006 
Organization A Producer, 
finance 
Overview of the value chain 
Processes are collaboration-intensive 
12-04-
2006 
Post-production 
house 
Management, 
artists 
Processes are collaboration-intensive 
Processes intensively involve the client 
High levels of uncertainty and variation 
Processes require flexibility 
Experience of creative persons matters 
03-05-
2006 
Organization B CEO, manage-
ment 
Role of VFX production in the value chain 
Processes are characterized by high risk 
Knowledge dissemination is important 
03-05-
2006 
Post-production 
house 
Management The role of collaboration and integration 
Processes intensively involve the client 
04-05-
2006 
Post-production 
house 
Artists Processes are collaboration-intensive 
Processes are interdependent 
Processes involve constant reviews 
28-06-
2006 
Organization B Technical direc-
tors, artists 
Knowledge sharing and dissemination are  
important 
A number of topics and concepts that turned out to be relevant to the study occurred 
in the preliminary interviews first; examples include the role of flexibility, risk, and 
knowledge. The interviews also provided a first understanding of the interrelation-
ships between different processes in the substantive area being studied; they sug-
gested that the processes being studied were highly relying on creativity, interdepen-
dent, intensively involving the client, and repetitive.  
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The notes that were taken during the preliminary interviews were revisited in a later 
stage of data analysis in order to theoretically sample. This way the data could be 
reorganized based on the emergent concepts and relationships (Strauss & Corbin, 
1998). 
In summary, the preliminary data analysis prepared the ground for the formal 
grounded theory coding process that is described in chapter 5 (Reid, 2006). 
4.3.2 Semi-structured Interviews 
The preliminary interviews set the baseline to design interview questions for semi-
structured in-depth interviews. As indicated, the sensitizing device was part of the 
iterative process of collecting and analyzing data and thus also informed the inter-
view design. Walsham (1995) uses the metaphor of a scaffolding that is built around 
a building and which is removed once it has served its purpose. In the present study 
the sensitizing device indicated that the researcher had to learn about creative people, 
products, processes, and contextual information. 
Along with process modeling, semi-structured interviews were the primary data 
source within the study. As Rubin and Rubin (1995) state, through qualitative inter-
views “you can understand experiences and reconstruct events in which you did not 
participate” (p. 3). Rossmann and Rallis (2003) write that interviewing “takes you 
into participants’ worlds” (p. 180), which is conducive to the interpretive paradigm 
underlying this study. Creswell (2003) further argues that qualitative interviews are 
useful when it is not possible to observe participants directly; participants can pro-
vide historical information. 
The interviews conducted were semi-structured, topical, in-depth interviews. Topical 
interviews are used to study particular events or processes (Rubin & Rubin, 1995, p. 
6). Rubin and Rubin (1995) use the notion of the research arena that “defines whom 
you will be interviewing about what” (p. 22).  
In the present study people were interviewed who were expected to have profound 
knowledge of the processes of interest; both process managers and people who ac-
tually carry out the processes were included. As the research aimed at investigating 
both the nature of those processes that are characterized by creativity as well as their 
management, it was found necessary to consider both perspectives. 
The interviews were designed based on a set of pre-planned questions to cover the 
subject area (Rubin & Rubin, 1995). While the initial questions were guided by the 
findings of the contextualization stage and also informed by the sensitizing device, 
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later questions were guided by the emergent concepts and relationships in particular. 
Thus, additional interview questions were framed so as to gain a deeper understand-
ing of the emergent concepts, their properties, and interrelationships. As most of 
these questions stimulated some follow-ups, this mode of interviewing resulted in a 
tree-and-branch model. This is in accordance to Rubin and Rubin (1995) who write: 
“Main questions are prepared in advance after the researcher has studied available 
background material or conducted preliminary interviews. Although the main ques-
tions structure the interview, you don’t have to follow them rigidly” (p. 200). 
Consequently, the interview questions evolved throughout the study. Some questions 
were omitted whereas others were introduced. With regard to theoretical sampling, 
Strauss and Corbin (Strauss & Corbin, 1998) note that “during actual interviews or 
observations, because of increasing sensitivity on the part of the researcher, he or she 
often adjusts the interviews or observations on the basis of emergent relevant con-
cepts” (p. 207). Thus, the interviews were used in order to theoretically sample; they 
aimed at producing a deeper understanding of particular concepts, properties, and 
interrelationships.  
Moreover, the interview questions were always adjusted to the specifics of the situa-
tion at hand (Strauss & Corbin, 1998). Thus, characteristics of the interviewees such 
as professional background and personal traits could be considered. The interview 
questions were shown to two other IS researchers with experience in qualitative re-
search and BPM and revised with regard to understandability. The feedback of these 
researchers was then incorporated into the interview questions. 
Tab. 4.4 provides an overview of exemplary main questions and follow-up questions 
that guided a semi-structured interview with a creative supervisor from Organiza-
tion B. The interview can be broken down into different parts. The interview ques-
tions were intended to provide rich insights into the complex interplay of contextual 
factors, strategies, and consequences. 
Tab. 4.4:  Main questions and exemplary follow-up questions 
Questions and follow-up questions 
Part A: Background and role 
1. What is your professional background? 
2. What roles have you performed on projects? 
a. What type of work have you carried out? 
b. Who have you mainly worked with? 
c. Have you been responsible for or have you managed any processes as a  
supervisor? 
d. Do you consider your role as primarily a creative one? 
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Questions and follow-up questions 
Part B: General characteristics of processes 
3. Can you tell us about creative tasks or processes you have worked on? 
4. What do you think makes a process or a task creative? 
5. What do you think are the main differences between an individual creative process (such 
as drawing a painting) and organizational creative processes (such as making a film)? 
6. What are typical (generic) stages of VFX production processes? 
7. Are there particular risks that are linked to creative tasks and what are these risks? If yes, 
what do you do to mitigate or avoid these risks? 
a. What is the role of review processes with regard to risk mitigation? 
b. Do you think that different tasks can be of varying importance to the overall 
process? And what makes a task/process important? 
 
Part C: Contextual factors 
8. What do you think is needed in order to successfully carry out VFX production processes? 
9. What is the role of involved peoples’ abilities? Can you tell me about the different  
abilities? 
a. Are there particular challenges in working with creative people as opposed to 
working with technical people? 
10. What resources are needed? 
a. What are the most important resources? 
b. What restrictions may impact on the creative process? 
c. What is the role of IT in the VFX production process? 
 
Part D: Clients and interaction with clients 
11. How does communication with clients take place throughout the process? 
12. Does the intensity of communication with the client vary throughout the process? And 
why? 
13. Why do you communicate with the client? 
14. What role does IT play in communicating with the client? 
15. What is the role of the client in defining requirements specifications? 
a. How is IT used in the process of requirements determination? 
b. What types of systems are used? 
c.  How are they used? 
d.  Does IT facilitate requirements determination? 
e.  Under what circumstances does IT facilitate requirements determination? 
 
Part E: Internal management 
16. How do you internally manage VFX production processes? 
17. What are the main factors that drive resource allocation? 
a. Who allocates resources? 
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Questions and follow-up questions 
b. What is the role of IT in resource allocation? 
c. What problems may occur because of a lack of resources? 
d. What are the greatest risks related to resource allocation? 
18. How do you piece together a creative team? What are the determining factors of putting 
people together? How do you manage team failure? 
19. How do time and budget impact on creativity? 
20. Are there situations when creativity needs to be restricted? 
21. Under what circumstances is it necessary to encourage people to be more creative? 
22. What type of problems may occur because of certain constraints/restrictions? What are 
these restrictions? 
23. Can you tell me about the role of internal reviews and approvals? 
24. What role does IT play in internally managing creative processes? 
 
Part F: The role of knowledge 
25. What is the role of knowledge and knowledge management in VFX production processes? 
26. How important is it for creative people to access references to previous work or work of 
others? 
27. Do you have a knowledge management strategy? 
 
Part G: Consequences 
28. What do you think are the most important goals you are pursuing when you act as a crea-
tive supervisor? 
29. What do you think is the greatest risk to creativity? 
a. What can you do about it? 
The interview questions were primarily open ended. Follow-up questions and probes 
where used in order to gain a deeper understanding of concepts, their attributes, and 
relationships between concepts. Probes “request the interviewee to elaborate on what 
they have just said or to explain it further” (Rubin & Rubin, 1995, p. 139). It was 
sought to word the questions broadly enough to allow the interviewees to express 
their thoughts, but also narrowly enough to supply specific data that was needed for 
theoretical sampling (Rubin & Rubin, 1995, p. 204). 
It is not possible to relate each question to one of the research questions. For exam-
ple, asking for the nature of processes that rely on creativity, in several cases, led to a 
discussion on consequences and strategies. Interview questions were guided rather by 
the emergent concepts and interrelationships than by the distinct set of research ques-
tions that developed out of the research problem. 
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A total of 13 people were involved in the semi-structured, topical interviews that 
were conducted in the course of this study. The average interview length was about 
an hour. Tab. 4.5 provides an overview. The majority of the interviewees held roles 
of process managers within the case organizations. They were thought to be capable 
of providing comprehensive insights into the processes’ characteristics as well as 
their management. Most of the interviewees have also worked as ‘normal’ artists 
earlier in their career. 
Tab. 4.5:  Interviewees from the semi-structured in-depth interviews 
Organization Interviewee (age 
where known, gender) 
Interviewee position and background 
Organization A Interviewee A.1 
(male) 
The interviewee holds a management role in Organi-
zation A. He has a business background and has been 
involved in financing film and television productions. 
He also has good knowledge of the processes of film 
production. 
Interviewee A.2 
(30, female) 
The interviewee is a producer with a background in 
film and television. She holds a Master’s degree in 
film production and has worked across various as-
pects of the arts, including funding, digital broadcast-
ing, publicity and marketing, and film production. 
Interviewee A.3 
(female) 
The interviewee has been working as an editor and 
post-production supervisor in the film and television 
industry for over 22 years. She has been working 
with different award winning directors and edited a 
film that was premiered at the Cannes Film Festival. 
At the time of the interview she was working as head 
of the post-production department of Organization A. 
The interviewee holds a Bachelor’s degree in visual 
arts. 
Interviewee A.4 
(female)  
The interviewee is a so-called production executive. 
She has worked as a runner, production assistant, 
assistant editor, production manager, continuity su-
pervisor, writer, and director in the 1980s. Moreover, 
she has gained experience as a continuity/script su-
pervisor on a number of films and TV series. 
Interviewee A.5 
(male)  
The interviewee has more than 20 years of expe-
rience in the film industry. He has particular expe-
rience in sound design. Among other things, he has 
worked as an assistant director, sound designer, and 
supervising sound editor. He has an educational 
background in literature, writing, and film. 
Organization B Interviewee B.1 
(32, male) 
The interviewee is the CEO of Organization B. He 
has been trained as a software engineer and holds a 
Bachelor’s degree in mathematics and computer 
science. He has worked in VFX production for 13 
years. 
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Organization Interviewee (age 
where known, gender) 
Interviewee position and background 
Interviewee B.2 
(male) 
The interviewee is a digital effects supervisor with an 
educational background in electrical engineering and 
computer engineering. He has worked in VFX pro-
duction since 1995. 
Interviewee B.3 
(male) 
The interviewee is a VFX supervisor who has worked 
on VFX for numerous feature film productions, in-
cluding Hollywood productions, since 1998. 
Organization C Interviewee C.1 
(male) 
The interviewee is the general manager of Organiza-
tion C. 
Interviewee C.2 
(male) 
The interviewee has been a creative director since 
1998. He has worked as an animation artist since 
1987. He has an educational background in graphic 
design and animation. 
Interviewee C.3 
(female) 
The interviewee is a design coordinator. She produc-
es 2D animation graphics.  
Additional cases Interviewee D.1 
(male) 
The interviewee is production manager of a leading 
European TV production company with several years 
of industry experience. 
Interviewee D.2 
(female) 
The interviewee is an IT professional with more than 
20 years experience in media production. 
Summaries of the interviews were sent to the respondents in order to confirm they 
were understood correctly. Some respondents made minor corrections, mostly with 
regard to technical terms that were misspelled by the researcher. However, the res-
pondents made no major revisions. 
Interviewees from the in-depth interviews were later confronted with the emergent 
theory for the purpose of validation. Their comments were incorporated into the 
model. Thus, the model underwent a number of iterations until the respondents 
agreed on the model. 
A complete overview of the interviews that were conducted can be found in Appen-
dix A.  
4.3.3 Process Modeling and Analysis 
Creswell (2003) argues that the involvement and active participation of participants 
in the study is essential to qualitative research: “The methods of data collection are 
growing, and they increasingly involve active participation by participants in the 
study. Qualitative researchers look for involvement of their participants in data col-
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lection and seek to build rapport and credibility with the individuals in the study“ (p. 
181). 
He further states that data collection types may be involved that “go beyond typical 
observations and interviews” as these can “capture useful information that observa-
tions and interviews may miss” (p. 188). In this line of thought process analysis us-
ing process modeling techniques (Scheer et al., 2005; Recker, 2008) was included 
into the study in order to gain an in-depth understanding of particular processes that 
rely on creativity. The process models were constructed in collaboration with the 
participants. Process models could then be analyzed using the grounded theory me-
thod. 
Process modeling is commonly used within organizations in order to increase process 
awareness and the knowledge about business processes. Thus, organizational com-
plexity can be deconstructed (Recker, 2008; Bandara et al., 2005). Process modeling 
can serve different purposes (e.g. Hammer, 1990; Hammer & Champy, 1993; Keller 
& Meinhardt, 1994; Gulla & Brasethvik, 2000; Peristeras & Tarabanis, 2000). For 
example, business managers may create process models in order to understand how a 
complex process works; software engineers may model a process in order to imple-
ment workflow automation (Harmon, 2007). In the present study process modeling 
was aimed at getting an in-depth understanding of particular processes.  
There are different types of process modeling grammars. It can be roughly distin-
guished between relatively informal methods used by business managers and formal 
methods used to specify software systems, such as workflow automation (Harmon, 
2007; Abeysinghe & Phalp, 1997). Moreover, different process modeling grammars 
emphasize different aspects of processes (Soffer & Wand, 2007; Recker, 2008). 
In the present study it was sought to learn how the processes work form the partici-
pants’ point of view. It was therefore vital to discuss and collaboratively develop 
process models with the respondents. As the respondents could not be expected to 
work with formal, more rigorous methods without a comprehensive introduction, one 
of those grammars intended to be used by business managers was employed. Thus, 
event-driven process chains (EPC) (Scheer et al., 2005; Davis, 2001; Keller et al., 
1992) were chosen as a modeling grammar. EPC is one of the most popular process 
modeling grammars (Rosemann & v.d.Aalst, 2007; Recker, 2008). The choice of 
EPC was further guided by the researcher’s skill and experience in using the method. 
When using a modeling grammar the modeler must decide on what language con-
structs she uses (Davis, 2001). In the present study, the preliminary interviews and 
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the sensitizing device had provided the researcher with a first understanding of what 
may be relevant in order to understand how creativity impacts business processes and 
their management. Thus, it was intended to identify tasks, actors, IT systems, input- 
and outputs, but also required knowledge, and risk (for an exhaustive overview of the 
method compare Davis, 2001). Tab. 4.6 provides an overview of modeling grammar 
elements that were used in this study. 
Tab. 4.6:  Modeling grammar elements used in this study 
Object type Symbol Description 
Function/task Base Mesh
 
A task is a process step. Complex tasks can be fur-
ther decomposed into more detailed process models. 
Event 
Base Mesh
Change
 
An event represents a state of a business process that 
influences or controls the subsequent flow of the 
business process. 
Role Artist
 
A role represents actors who are involved in a 
process. 
Entity type Base Model
 
An entity type represents a real-world entity. Has 
been used in order to depict input and output data. 
IT system 
Maya
 
An IT system is a software system that is used to 
fulfill a task. 
Explicit know-
ledge 
Tool Know How
(Maya)
 
Explicit knowledge represents documented know-
ledge that is needed to fulfill a task. 
Tacit knowledge 
Texturing
Knowledge
 
This object type represents tacit knowledge that is 
needed by an actor to fulfill a task. 
Risk Risk
 
This object type represents a risk that can be linked 
to a task. 
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Process modeling was conducted in an open atmosphere where respondents were 
encouraged to discuss any process-related issue that came into their mind. Two basic 
cases can be distinguished. In the first, the researcher initially discussed the process 
with the respondents and took notes; process models were then later constructed by 
the researcher based on the notes and send back to the respondents. The respondents 
could then provide feedback which was incorporated into the model. After a few 
(usually less than three) iterations researcher and respondents had found a consensus.  
In the second case, process models were constructed collaboratively. In order to do 
so, the researcher first provided a brief introduction into the modeling language that 
was used. Process models were then constructed on a screen using a software tool; 
the respondent could thus directly intervene. When this approach did not work, the 
researcher asked questions about the process and constructed the models later, thus 
following the first approach as described above. 
Tab. 4.7 provides an overview of the interviewees who were involved in process 
modeling along with the processes that were analyzed. A more detailed description 
of exemplary processes can be found in Tab. 4.9-Tab. 4.11. As can be seen, some of 
the interviewees were also involved in the semi-structured interviewees. The process 
interviewees with Organization A and B were partly conducted by two other re-
searchers both of which have been educated in IS and have several years of expe-
rience in BPM. 
Tab. 4.7:  Interviewees from process modeling and processes modeled 
Organization Interviewee (age and 
gender) 
Interviewee position Processes mod-
eled 
Organization A Interviewee A.1 (male) Manager with finance back-
ground (compare Tab. 4.5) 
Post-production 
processes 
Interviewee A.2 (male) Producer (compare Tab. 4.5) Post-production 
processes 
Interviewee A.6 (male) Editor Post-production 
processes 
Organization B Interviewee B.1 (male) CEO (compare Tab. 4.5) VFX production 
processes 
Interviewee B.3 (male) VFX supervisor (compare Tab. 
4.5) 
VFX production 
processes 
Interviewee B.4 (male) VFX artist, expert in rotoscop-
ing 
VFX production 
processes 
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Organization Interviewee (age and 
gender) 
Interviewee position Processes mod-
eled 
Interviewee B.5 (male) VFX artist, expert in 2D anima-
tion 
VFX production 
processes 
Interviewee B.6 (male) VFX artist, expert in texturing VFX production 
processes 
Organization C Interviewee C.4 (male) Project manager for interactive 
media 
Production of 
interactive me-
dia 
Interviewee C.5 (male) VFX artist VFX production 
process 
Interviewee C.6 (male) Head of technical engineering Post-production 
process 
Interviewee C.7 (male) Technical director DVD produc-
tion 
Interviewee C.8  
(female) 
Facility manager Project specifi-
cation 
Interviewee C.9 (male) Technical director TVC distribu-
tion process 
 Interviewee C.10 
(male) 
Technical director TVC distribu-
tion process 
Besides graphically modeling the processes, notes were taken during the interviews 
in order to collect more comprehensive data. In most cases the interviews raised is-
sues (for example with regard to managing the process) that could not be depicted by 
the means of the used modeling grammar. Tab. 4.8 provides an overview of typical 
questions that were asked during process modeling (compare Schwegmann & Laske, 
2003 with regard to process analysis). An exemplary process model can be found in 
Fig. 4.6. 
Tab. 4.8:  Typical questions that were asked during process modeling 
Questions within process modeling 
1. Is it possible to define start and end of the process? Where does it start and where does it 
end? 
2. What is the outcome of the process? 
3. What steps have to be done in order to carry out the process? 
4. Are there steps which can be further broken down? 
5. Who is involved in the process? 
6. What IT systems are involved in the process? 
7. What resources are used in the process? 
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Questions within process modeling 
a. What knowledge is required to carry out the process? 
b. Does the process require the use of existent artifacts? 
8. What are issues around the process? 
a. Particular challenges? 
b. Communication? 
c. Risks? 
d. What else? 
The processes that were modeled and analyzed during the study belong to the stages 
of post-production and VFX production (compare chapter 4.2.1). In the following an 
overview of modeled and analyzed processes is provided. As will be seen, some of 
the processes turned out not to be creative at all. Due to confidentiality reasons no 
comprehensive process models from organizations B and C are shown. 
The main process that was modeled and analyzed with respondents from Organiza-
tion A is that of post-production. As indicated, post-production comprises all steps 
that have to be done between production and final delivery (Clark & Sphor, 1998; 
Lux, 2007). A detailed description of these processes can also be found in Lux 
(2007). Put simply, in post-production the bits and pieces of a film are put together. 
The post-production process thus is a quite complex process comprising of different 
creative and non-creative sub-processes (e.g. editing, sound & music editing, and 
film finish). Tab. 4.9 provides brief descriptions of major interrelated post-
production processes. Altogether, post-production turned out to be characterized by 
numerous iterations. Review processes follow the more creative parts of the process 
in particular. The post-production process thus comprises of a set of interrelated sub-
processes; moreover, it has interdependencies with other film production processes, 
such as production and VFX production. 
In summary, post-production is a highly creative process that involves creative deci-
sions on what pieces of footage are put together in what order, what VFX are added 
to the scenes, and the sound and music elements to be used. The processes that are 
described in Tab. 4.6 are typically used in the post-production of a feature film that is 
shot on film. It must be noted that there is not only one post-production process; the 
process depends on various parameters, such as the available budget, time, and the 
delivery format (compare also Lux, 2007). 
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Tab. 4.9:  Exemplary processes analyzed in Organization A 
Process Description 
Prepare film for edit The film negative requires processing. As film is an analogue format, it 
must be converted to tape (a process that is called telecine) and digitized 
(uploaded to an editing system) so that it can be input for the editing 
process. During telecine a first grading of the footage can be done, for 
example, the lighting of a scene or inserting effects such as ‘grain’ or con-
trast. Hence, this process involves some creative decisions. 
Offline editing Offline editing is a creative process where picture-editing decisions are 
made on a low-resolution version of the footage. It is an iterative process 
that includes internal and external reviews. The offline edit involves the 
editor and director, and perhaps the post-production supervisor. The result 
of the editing is an edit decision list (EDL) – a list that describes the order 
in which the footage is put together. 
Online editing The online editing process is where the data recorded by the EDL is ap-
plied to the high resolution, master footage. The process may include addi-
tional grading by a colorist. The process may include internal and external 
reviews. 
Sound editing This process includes utilizing sounds recorded on set, and the design and 
generation of additional sound effects. This process is iterative; reviews 
involve the director, sound designer, and perhaps producer and postpro-
duction supervisor. The final elements are then mixed and become the 
sound track. 
Music composition This process includes the scoring, recording, and mixing of the music 
elements. This process is iterative and reviews involve the director, com-
poser, and perhaps producer and postproduction supervisor. The final 
elements are mixed and become the so-called score. 
Film finish Within film finish the various elements (picture and sound) are put togeth-
er in order to produce a coherent piece. 
Tab. 4.10 provides an overview of major processes that were analyzed with respon-
dents from Organization B. Note that these processes were part of a project that Or-
ganization B was conducting at that time. The processes are repetitive as Organiza-
tion B had to deliver a multitude of digital artifacts that went through the so-called 
production pipeline being the main process. Moreover, similar production pipelines 
are used in other projects. In essence, the production pipeline is the main process of 
VFX production. All other processes can be viewed as sub-processes. The production 
pipeline is a highly creative process that generates VFX. An exemplary artifact that 
is produced within the production pipeline is the spider that has been shown in 
Fig. 4.4. 
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Tab. 4.10:  Exemplary processes analyzed in Organization B 
Process Description 
Modeling Within modeling the skeleton and facial structures are developed. The 
process results in a basic model that does not include color and texture. 
Modeling is a creative process which comprises of both creative (e.g. 
look development) and non-creative elements (e.g. receive materials). 
The process is collaborative as it involves editors, animators, supervi-
sors, and clients. Particularly the creative elements are characterized by 
the application of both tacit and explicit knowledge. The process is 
further characterized by internal and external reviews. 
Animation Within animation the modeled characters are animated. It comprises of 
both creative (e.g. performing the actual animation) and non-creative 
(e.g. file type conversions) elements. The process is highly iterative and 
involves both internal and external reviews. It is also characterized by 
the application of both tacit and explicit knowledge. 
3D In 3D modeling the 3D models are perfected and then composited. Cre-
ative elements include the 3D compositing. Non-creative elements in-
clude the receiving of materials and the delivery of the outputs. The 
process is highly iterative and involves internal and external reviews. 
2D In 2D modeling the 3D composite is taken and put into a so-called 2D 
plate. The process exhibits similar features as the above described 3D 
process (it includes creative and non-creative elements, internal and 
external reviews, iterations, etc.). 
Look development In this stage additional features are added to the model. Thus, shades, 
textures, and colors are developed in order to proceed to a more realistic 
model. 
Deliver product The so-called final composite is delivered to a client.  
In Organization C different post-production and VFX production processes were 
analyzed. Tab. 4.11 provides an overview. As indicated, Organization C employs a 
broad range of processes. 
Tab. 4.11:  Exemplary processes analyzed in Organization C 
Process Description 
Project specification for 
post-production 
The process of specifying a post-production project. The process in-
volves a number of creative people, including the editor, director, pro-
ducer, colorist, and post-production producer. Within a meeting, the 
technical specifications are discussed. These are then consolidated and 
distributed. The technical specifications are the base of the contracts as 
well as the schedule for post-production. Even though the process is not 
primarily creative, the distinctions that are made here impact the highly 
creative post-production process; decisions with regard to resources and 
budget are made here. 
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Process Description 
DVD production The DVD production process includes the creation of a bid as well as 
the creation of a conceptual model of the disk functionality. Thus, the 
process includes some creative elements that require iterations and 
review. 
Interactive media Similarly to DVD production, the creation of interactive media includes 
both the creation of a bid as well as the design of the media’s functio-
nality. Thus, the process includes some creative elements that require 
iterations and review. 
VFX production Organization C also produces VFX. The process is highly creative and 
characterized by iterations and both internal and external reviews. 
Processes are thus similar to those describe in Tab. 4.10. 
In the subsequent chapter it will be described how the process models were coded 
and analyzed using the grounded theory method. It will be seen that empirical evi-
dence for the existence of relevant concepts such as different creative persons and 
creative supervisors could be found. Moreover, other concepts such as approval 
processes and the iterative nature of creative processes became evident. 
The process models provided the researcher with an advanced understanding of the 
nature of the processes being studied. This knowledge was then used in order to con-
duct semi-structured interviews and to theoretically sample. The researcher was thus 
empowered to ask specific questions with regard to IT systems, involved actors, and 
required resources, for example. Moreover, the relevance of both technical and crea-
tive reviews of creative products became apparent. The process models were revi-
sited throughout the study and further coded; thus, alike the preliminary interviews, 
the process models were used in order to theoretically sample. 
Fig. 4.6 provides an exemplary excerpt from a process model from Organization B. 
The model depicts tasks, actors, IT, inputs and outputs, and required knowledge. The 
model shows that there are certain tasks within the process that require the applica-
tion of knowledge. The knowledge that is codified in Organization B is depicted as 
explicit knowledge. The model also shows implicit knowledge that is required by the 
artist. 
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Fig. 4.6: Exemplary process model created based on interviews with Organiza-
tion B 
While the process models provided insights into the nature of the processes, it also 
became apparent that static models such as EPC are not capable of capturing the 
evolving and dynamic structure of processes that highly rely on creativity. It became 
Case Studies, Data Collection, and Preliminary Data Analysis – 70 – 
evident that processes in the case organizations are characterized by numerous itera-
tions and a high demand for flexibility. 
4.3.4 Documents 
Documents that were collected within this study included 
• process models that were provided by the case organizations, 
• PowerPoint presentations, and 
• press releases on the case organizations. 
Similarly to the process models that were generated by the researcher, those process 
models that were collected in the organizations helped understanding the nature of 
the processes being studied. Fig. 4.7 provides an example of such a model from Or-
ganization A. The model depicts the process flow for one particular post-production 
process. It does however not capture information on involved roles, such as produc-
ers, editors, etc.  
Other documents such as press releases helped contextualizing this research. Useful 
documents could be found through internet search. Some of the information that was 
obtained through the analysis of these documents was used for the case descriptions 
provided in chapter 4.2. 
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Fig. 4.7: Exemplary process model as provided by Organization A 
4.4 Chapter Conclusion 
The chapter provided a detailed description of site selection and data collection pro-
cedures including the design and implementation of interviews. Support for the cho-
sen approach of using multiple data sources in theory building research can be found 
in numerous publications (e.g. Glaser & Strauss, 1967; Strauss & Corbin, 1998; 
Creswell, 2003). 
The choice of using process modeling as a technique of data collection may seem 
unorthodox and raises at least one important issue: Process modeling techniques are, 
by their very nature, limited to express certain aspects of what is studied. This was 
dealt with in the present study by (a) also using textual description of the processes 
that were modeled and (b) using semi-structured interviews in order to collect rich 
data. 
It is concluded that process modeling helped to gain a detailed understanding of rele-
vant concepts that shape processes in the case organizations (e.g. involved people, 
used IT systems, required knowledge). The task of process modeling also equipped 
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the researcher with profound knowledge of the used terminology, which facilitated 
the conduct of semi-structured, in-depth interviews. 
Another benefit must be seen in the direct involvement of participants. As has been 
asserted by Creswell (2003), for example, qualitative researchers “look for the in-
volvement of their participants in data collection and seek to build rapport and credi-
bility with the individuals in the study” (p. 181). Data collection is also not limited to 
textual data, but can also include images (Creswell, 2003). 
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5 GROUNDED THEORY DATA ANALYSIS 
The best scientist is open to expe-
rience and begins with romance – 
the idea that anything is possible. 
 
Ray Bradbury 
5.1 Chapter Introduction 
This chapter provides a detailed account on how the grounded theory method was 
used in the present study in order to analyze data and build theory. First, the terms 
are introduced that are used to describe the various elements that occur in the process 
of theory building. Next, the basic operations of the grounded theory method, namely 
making comparisons and theoretical sampling, are described. This is followed by a 
detailed description of the process of building theory and a discussion of the use of 
memoing as a key technique in conceptualizing. The chapter concludes with some 
reflections on the use of the adapted approach of Straussian grounded theory. This 
chapter along with the previous one provides a model of research, whereas chapter 3 
presented a model for research. 
The software tool NVivo was used in order to analyze data. The data sources in form 
of protocols, interview transcripts, process models, and other documents were im-
ported into the tool. NVivo supports the researcher in conducting the different stages 
of data analysis that are described in this chapter. It has been asserted that the use of 
qualitative computing can assist researchers in dealing with the complexity of coding 
qualitative data (e.g. Bazeley, 2007; Gibbs, 2002; Richards, 2002). 
5.2 Basic Terminology 
In the following, the terms are introduced that are used in order to describe the 
process of analyzing data and building theory according to the grounded theory me-
thod. Examples from the present study are used in order to illustrate the use of these 
terms. The distinction that is made in this study is based on the definitions provided 
by Strauss and Corbin (1998). Other researchers may use different labels. Urquhart 
(2001), for example, writes: “The relationships between codes/categories/concepts 
(whatever you have decided to call your labeling of data bits) is critical in generating 
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theory” (p. 115).2 In the present study, the notions of phenomena, concepts, catego-
ries, subcategories and properties are used. 
Phenomena are “important analytic ideas that emerge from our data” (Strauss & 
Corbin, 1998, p. 114). For example, the central phenomenon that was identified in 
this study is that of a business process that includes creativity or even relies on crea-
tivity. Strauss and Corbin (1990) frame a phenomenon as “the central idea, event, 
happening, or incident about which a set of interactions or actions are directed at 
managing or handling, or to which the set of actions is related” (p. 96). 
Concepts are labeled phenomena (Strauss & Corbin, 1998, p. 103). Thus, concepts 
are abstract representations of what is identified as being relevant in the data (Strauss 
& Corbin, 1998, p. 103). The process of developing concepts is called conceptualiz-
ing. Conceptualizing is at the heart of building theory (Strauss & Corbin, 1998). Ex-
amples for concepts that emerged in this study are the roles of the client and artist, 
but also strategies such as managing expectations. Naming phenomena enables re-
searchers to ask questions about these phenomena. Eventually, these questions can 
take the form of propositions or hypotheses (Strauss & Corbin, 1998, p. 102). Thus, 
relationships between concepts are identified and theory is generated. Concepts are 
the building blocks of a theory (Strauss & Corbin, 1998, p. 101; Mouton, 1996). 
Categories are more abstract concepts. For example, the phenomenon of processes 
that contain creativity was represented by the category of the creativity-intensive 
process that eventually became the core category of this research. Similarly, Dey 
(1999) states that the “term category is commonly used to refer to a class of things” 
(p. 52). The distinctions are based on “similarities and differences between things.” 
Accordingly, the category of the creativity-intensive process represents a class of 
processes that share certain characteristics. 
Categories can have subcategories that provide further explanations. Subcategories 
enhance the explanatory power of a category by answering questions such as how, 
when, what, and with what consequence (Strauss & Corbin, 1998, p. 127). For ex-
ample, strategies in managing creativity-intensive processes is a subcategory of the 
core category of the creativity-intensive process. This subcategory explains how or-
ganizations handle the phenomenon of business processes that include creativity. As 
will be explained in detail in the section on axial coding, Strauss and Corbin (1998) 
distinguish different types of subcategories. In the present study, subcategories were 
                                                          
2  In the present study, italics are used in order to represent conceptualizations (e.g. the category 
strategies in managing creativity-intensive processes or the property process expertise). 
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also used in order to further detail categories (compare Urquhart, 2001). Strategies in 
managing creativity-intensive processes, for example, could be further detailed into 
strategies in internally managing creativity-intensive processes and strategies in 
communicating with the client. 
Both categories and subcategories have properties. Properties represent certain cha-
racteristics shared by objects that belong to a category. Properties vary on a dimen-
sional range. For example, visual knowledge was identified as a property of the cate-
gory client (clients “have” visual knowledge). Visual knowledge pertains to the 
client’s ability to assess whether a product is likely to meet her requirements, based 
on visual artifacts such as style frames or early prototypes. This makes it possible to 
classify particular clients (objects) on a continuum of visual knowledge from low to 
high. Thus, particular incidents that can be observed in the data have a dimensional 
profile and form a particular pattern (Strauss & Corbin, 1990). These variations are 
used in order to identify relationships between categories. 
The researcher’s definition and interpretation of attributes or properties are important 
with regard to the actual classification; i.e. the development of categories (Strauss & 
Corbin, 1998, pp. 104f.). Roles within the investigated processes, for example, were 
conceptualized as artists or creative supervisors. While objects that belong to the two 
groups have much in common, there are some differing attributes that were consi-
dered to be important in the context of this research. For example, creative supervi-
sors are those persons who have higher levels of responsibility or accountability for 
both product and process; they have to review the work of others and they act as 
process intermediaries. 
Fig. 5.1 provides an overview of the relationships between the above mentioned 
terms. Note that concepts are the general building blocks of a theory. Categories, 
subcategories, and properties are thus concepts. 
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Fig. 5.1: Coding scheme 
5.3 The Basic Operations of Grounded Theory Data Analysis: Making 
Comparisons and Theoretical Sampling 
Before the actual process of data analysis can be introduced, it is necessary to discuss 
the two basic operations of the grounded theory method: making comparisons and 
theoretical sampling (Strauss & Corbin, 1998; Glaser & Strauss, 1967).  
Making Comparisons 
Making comparisons is the basic operation of conceptualizing. It can be further dis-
tinguished between constant comparative analysis and theoretical comparisons. 
Put simply, constant comparative analysis describes a process in which the research-
er compares incident to incident in the data with the purpose of discovering similari-
ties and differences between these incidents (Strauss, 1987, p. 25). Similar incidents 
are put under the same label while differing incidents are put under different labels. 
Incidents are also referred to as empirical indicators. Glaser (1978) explains the so-
called concept indicator model as follows: “Our concept indicator model is based on 
constant comparing of (1) indicator to indicator, and then when a conceptual code is 
generated (2) also comparing indicators to the emerging concept” (p. 62). Fig. 5.2 
illustrates the concept indicator model. 
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Fig. 5.2: Concept indicator model (Glaser, 1978, p. 62) 
Theoretical comparisons refer to the researcher’s theoretical sensitivity and are “an 
essential subsidiary instrument for raising questions and discovering properties and 
dimensions that might be in the data by increasing research sensitivity” (Strauss & 
Corbin, 1998, p. 67). In order to enhance theoretical sensitivity, in this research the 
above introduced sensitizing device was used.  
Theoretical Sampling 
Theoretical sampling describes the process of data collection that is driven by con-
cepts. Thus, theoretical sampling is based on the process of making comparisons as 
described above. In order to theoretically sample, the researcher visits places and 
people that provide good opportunities to gain an in-depth understanding of the 
emergent categories. In particular, the researcher aims at discovering variations 
among categories so as to be able to develop these categories in terms of their prop-
erties and dimensions (Strauss & Corbin, 1998, p. 201). 
5.4 The Coding Process 
Coding is the process of conceptual abstraction, where categories are grounded in the 
data (Dey, 2007; Holton, 2007). Codes are abstract representations of objects or phe-
nomena (Strauss & Corbin, 1998). Put simply, coding means to classify incidents in 
the data through labeling or tagging (Coffey & Atkinson, 1996; Miles & Huberman, 
1994). This classification then assists conceptualization (Bazeley, 2007). Three main 
stages of analysis in Straussian grounded theory can be distinguished: open coding, 
axial coding, and selective coding (Strauss, 1987; Strauss & Corbin, 1990; Strauss & 
Corbin, 1998). Fig. 5.3 provides an overview of the specific activities that were car-
ried out in the course of grounded theory data analysis. Fig. 5.3 thus details stage IV 
of the research plan that was introduced in chapter 3. 
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Fig. 5.3: Grounded theory data analysis  
In this study, during open coding relevant categories were identified and evidence for 
these categories was collected. In axial coding, relationships between categories and 
subcategories were identified. Axial coding was followed by selective coding, where 
the core category, the central phenomenon of the research, was identified and other 
categories were related to the core category. Thus, the emergent theory was inte-
grated into a larger theoretical scheme by linking the different categories to the cen-
tral research phenomenon. 
As the process of data collection and analysis was highly iterative, the above de-
scribed separation into phases is somewhat artificial. Due to the iterative nature of 
this process, Dey (1999, p. 47) refers to open coding, axial coding, and selective cod-
ing as emphases rather than phases. Similarly, Strauss and Corbin (1998) note that 
from the “analysis of the first interviews, the researcher cannot help but notice how 
concepts relate to each other” (p. 135). 
5.4.1 Open Coding 
Within open coding, initial codes that led to the conceptualization of categories and 
their properties were identified. In the following it is first explained how the text was 
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opened up. This is followed by a detailed description of how concepts3 were inte-
grated into categories and further developed in terms of their properties and dimen-
sions. 
5.4.1.1 Opening up the Text 
Open coding started with a process that Strauss and Corbin (1998) refer to as micro-
analysis; i.e., a line-by-line analysis of semi-structured interviews that leads to the 
identification of initial codes. This way each case was coded. This enabled compari-
sons within the same group as well as comparisons with different groups. As Strauss 
and Corbin (1998) write, a close examination “of data for both differences and simi-
larities allows for fine discrimination and differentiation among categories” (p. 102).  
Open coding started with a microanalysis of the interviews from Organization A. 
Initial codes were identified. Coding the first interviews was a laborious act that lit-
erally took several days per interview. Various authors assert that this process is not 
only time consuming but may even be quite messy (e.g. Esteves et al., 2002; Urqu-
hart, 2001; Reid, 2006). The analysis of the interviews from Organization A was 
followed by an analysis of the interviews from Organization B and Organization C. 
It has to be noted that this is only a rough distinction as it was started to move forth 
and back in the data from the different case study organizations very early in the 
study. Moreover, with the purpose of theoretical sampling, additional interviews 
were conducted with all three organizations as well as with individuals that did not 
belong to any of the case organizations (compare chapter 4 on data collection). 
The process of open coding starts with labeling. That is, the analyst places names on 
certain incidents, events, and objects in the data. Those incidents, events, and objects 
that share common characteristics are given the same name, which eventually leads 
to the grouping of concepts. Strauss and Corbin (1998) describe this procedure as 
follows: “Thus, when we classify like with like and separate out which we perceive 
as dissimilar, we are responding to characteristics, or properties inherent in the ob-
jects that strike us relevant” (p. 105). 
The name that is used for this act of conceptualizing can either be placed by the ana-
lyst or it can be taken from the words that were actually used by the respondents 
                                                          
3  The notions of concept and code are used interchangeably in this study. As indicated, concepts 
are the general building blocks of a theory. Strauss and Corbin (1998) note that concepts are in-
tegrated into more abstract concepts, called categories. Urquhart (2001), for example, states that 
“open codes are grouped into categories and subcategories and indeed some open codes become 
categories in their own right.” 
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(Strauss & Corbin, 1998, p. 105). The latter ones are called in-vivo terms (Strauss, 
1987; Glaser & Strauss, 1967). For example, in this study the label of the creativity-
intensive process was introduced by the researcher, whereas managing expectations 
was an in-vivo term that was used by the respondents. 
Tab. 5.1 provides a few examples of open codes that were identified in an interview 
with a producer from Organization A, who responded to the question “What is the 
role of a producer in managing the process?” Analysis at this stage took place at a 
word and sentence level (Urquhart, 2001). As the codes show, it became apparent 
that producers are particularly involved in interacting with clients. The second quote 
stems from Interviewee B.2, who also talked about the interaction with the client. He 
emphasized the role of collaborating with the client when creating a shot. Codes that 
were identified include collaborating with client and forming the client opinion. 
Tab. 5.1:  Exemplary open codes (1#2) 
Quote Open codes 
I think, managing expectations [managing expecta-
tions]. And the role that the producer has in terms of 
delivering to a client [delivering to a client], because 
that would often be rare that along the line the client is 
directly involved. So, it’s not that it’s rare, but […] the 
producer is much more involved with the project every 
single day and they are reporting obviously outside to 
a client [reporting to a client]. And when the client 
comes in [client touch points] that’s the moments when 
you are getting direct feedback from the clients [get-
ting feedback from clients]. But, the role the producer 
has in managing those expectations [managing expec-
tations], I think is really important. (Interviewee A.2) 
Managing expectations 
 
Delivering to a client 
 
Reporting to a client 
 
Client touch points 
 
Getting feedback from clients 
Because the very definition of the value that we create 
is partly created by the level of communication. At the 
end of the day, it’s an image that goes up on the film 
that people will watch. But for that image to be mea-
ningful, for it to achieve what it means to achieve, you 
actually have to have gone through the process of 
creating that image with a person [collaborating with 
client]. If you just walked up to a director and went 
“bang, there’s your shot,” maybe, very much maybe, it 
would work for them. But it probably won’t. Instead, 
they need to explain to you what they are trying to 
achieve [explaining the process, managing expecta-
tions] and then have you show them how that works, 
and then together you end up where the end image is 
[collaborating with client]. And it’s hard to overstate 
how important that process is in forming their opinion 
[forming the client opinion] of what they want in the 
image. (Interviewee B.1) 
Collaborating with client 
 
Explaining the process 
 
Managing expectations 
 
Forming the client opinion 
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Tab. 5.2 provides exemplary codes that were identified in passages from an interview 
with Interviewee A.1 and an interview with Interviewee B.1, who both talked about 
the nature of processes that rely on creativity. Initial open codes included latitude, 
variance, uncertainty, and judgment. In the first interview, for example, the code 
variance was used, in the second the code uncertainty. 
Tab. 5.2:  Exemplary open codes (2#2) 
Quote Open codes 
The distinction is more about latitude [latitude]. Lati-
tude that exists in the performance of the task, whatev-
er it is. I guess, what I am calling a technical task 
[technical task] is one where there is not so much 
latitude, it’s expected to be performed in this band 
here, so you are not expecting a lot of variance in the 
performance [variance]. Whereas what I am calling a 
creative task [creative task] is one where is more va-
riance inherently in the task. (Interviewee A.1) 
Latitude 
 
Technical task 
 
Variance 
 
Creative task 
And I think for us one of the features of it being a crea-
tive process is that you can’t […], there’s no objective 
way of defining the outcome [uncertainty with regard 
to outcome]; as it is with the way with the aesthetics. 
After you got it, you can cast some judgment [judg-
ment] over whether or not it is appropriate, but you 
can’t sit down before you start and define the outcome 
in a sort of objective, measurable way [uncertainty 
with regard to outcome]. (Interviewee B.1) 
Uncertainty with regard to outcome 
 
Judgment 
The mere act of labeling does not provide the researcher with “greater understanding 
of what the concepts stand for or mean” (Strauss & Corbin, 1998, p. 109). Yet, this 
initial stage of coding is not a mere labeling of events or objects as with the act of 
labeling the researcher also starts conceptualizing. The following memo4 on the first 
quote from Tab. 5.1 exemplifies microanalysis of data, that is, how the text was 
opened up in this study: 
Memo. The interviewee is a producer and thus someone who interacts directly with the 
client. The first aspect that strikes me is the notion of “managing expectations” [managing 
expectations]. Thus, the interviewee is pointing out that her role is to manage something very 
abstract. When she refers to the moments of “when the customer comes in,” she refers to 
what, in the context of business processes, may be labeled as [client touch points]. These are 
the occasions when it is possible to get “direct feedback from the customer” [getting feed-
back from clients]. Thus, it is the client touch points where the producer gets the chance to 
                                                          
4  Memos are discussed in depth in chapter 5.5. 
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receive direct feedback from the client and to manage expectations. Moreover, the fact that 
the customer comes in quite regularly appears to be a property of creativity-intensive 
processes. If I compare this to other processes, for example from automotive industries, this 
may be a distinction. However, there would be other, not necessarily creative, processes that 
may involve the customer for the sake of quality assurance, for example. As the producer 
communicates with the client the producer acts as an interface between the creative organi-
zation and the customer. This role of the producer as a [process intermediary] has also been 
pointed out by other respondents so I should keep this in mind. 
As can be seen in this example, actual names that were chosen for codes were sug-
gested by the context that was investigated (Strauss & Corbin, 1998, p. 106). For 
example, the notions of client touch points and process intermediary can be easily 
related to the context of managing business processes. 
5.4.1.2 Developing Categories 
So far, it has been illustrated how first open codes were identified and similar inci-
dents, events, and objects were grouped under the same label. This process led to the 
identification of concepts. Strauss and Corbin (1998) write that “an analyst might 
derive dozens of concepts” (p. 113). Similarly, in this study quite a big number of 
concepts emerged (well above 250). A complete overview of these so-called lower-
level codes (Urquhart, 2001) can be found in Appendix B. Those concepts that ulti-
mately found their way into the theory were highly recurrent (Sarker et al., 2001).  
By grouping concepts into categories the number of units the analyst works with can 
be reduced (Strauss & Corbin, 1998, p. 113). Tab. 5.3 provides some examples of 
how concepts were integrated into higher level concepts, that is, categories. For ex-
ample, various codes had been identified that could be grouped under the more ab-
stract label of managing the scope of creativity, whereas others could be grouped 
under the category of task allocation and team building. Similarly, different roles of 
persons in creative organizations had been identified and were then grouped under 
categories such as the artist and the creative supervisor. For example, VFX supervi-
sors, directors, animation supervisors, producers, and leads were grouped under the 
category creative supervisor as these concepts share various characteristics that are 
of relevance in order to explain how processes in creative environments are ma-
naged: First of all, creative supervisors share the characteristic of being responsible 
for creative products and processes (property accountability). Moreover, creative 
supervisors act as process intermediaries (property acting as process intermediary) 
that align the creative organization’s processes with the client’s processes. They are 
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thus the main interface when it comes to cross-organizational communication. These 
and other shared characteristics led to the formation of the according category. 
Tab. 5.3:  Developing categories: examples of integrating codes into categories 
Category  Codes 
Managing the scope of creativity Avoid endless exploring, channeling creativity, en-
couraging creativity, creative buy-in, giving latitude, 
granting bending rights and responsibilities, provid-
ing stimuli to creative people, putting people under 
time pressure, restricting creativity, setting up crea-
tive atmosphere 
Task allocation and team building Challenge creativity, finding a balance between tech-
nical and creative, identification of complementary 
skill sets, task allocation, trial and error, getting the 
right team, knowledge induction process, knowledge 
transfer 
Artist VFX artist, editor, sound editor, compositor 
Creative supervisor Lead, VFX supervisor, producer, team leader 
Categories not only reduce the number of units the analyst works with, they also 
“have the potential to explain and predict” (Strauss & Corbin, 1998, p. 113). Having 
identified a certain category, the researcher can start to ask questions about this cate-
gory. For example, with regard to the role of an artist, the researcher may ask what 
abilities they have that influence their ability of being creative. In this study, this 
question led to the identification of properties such as the creative skills and creative 
agenda. 
Having formed categories, these can be further developed by identifying their prop-
erties and dimensions. Both categories and subcategories have properties (Strauss & 
Corbin, 1998). Strauss (1987) defines properties as “the most concrete feature of 
something (idea, thing, person, event, activity, relation)” (p. 21). As properties can 
vary along dimensional ranges, they give categories variation (Strauss & Corbin, 
1998). For example, artists are characterized by the property process expertise. This 
expertise refers to the artist’s capacity of assessing, breaking down, and carrying out 
a certain process; it varies on a dimensional range from low to high. Similarly, crea-
tivity-intensive processes are characterized by the property of uncertainty with re-
gard to structure as their structure is often not known in advance. This uncertainty 
(how many exceptions may occur etc.) can range from quite low to very high, de-
pending on a number of contextual factors that shape the process. 
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By qualifying categories through the specification of their particular properties and 
dimensions, the researcher can formulate so-called patterns (Strauss & Corbin, 1998, 
p. 107). For example, one pattern could be artists with high process expertise and 
another pattern could be artists with low process expertise. This way, various occur-
rences of a category can be linked to varying combinations of dimensionally speci-
fied properties and thus to a different pattern. 
Strauss and Corbin (1998, pp. 117f.) refer to these properties as general properties. 
They use the example of color where shade and hue would be general properties. 
Similarly, process expertise and motivation can be seen as general properties of the 
category artist. As a color’s hue may vary from dark to light, an artist’s process ex-
pertise may vary from low to high. A dimensionally specified property, such as a low 
expertise, can then be regarded to as a specific property of a certain phenomenon in a 
particular context. As will be seen, these specific properties, or dimensional profiles 
(Strauss & Corbin, 1990), are important means in order to formulate propositions and 
thus build theory. 
Tab. 5.4 provides some examples for categories and properties that are shared by 
objects that belong to that category. 
Tab. 5.4:  Exemplary categories and properties 
Category  Exemplary 
property 
Dimensional range Description 
Creativity-
intensive 
process 
Uncertainty 
with regard to 
process out-
come 
 
 
low…high Processes that can be categorized as 
creativity-intensive processes share the 
property of uncertainty with regard to 
outcome (general property). However, 
different creativity-intensive processes 
may have different levels of uncertainty 
with regard to outcome (specific proper-
ties). Depending on the level of uncer-
tainty, the organization applies different 
managerial practices in order to success-
fully manage the process. 
Creative 
supervisor 
Accountability low…high (or dis-
crete: responsible for 
character, responsible 
for sequence, respon-
sible for process) 
Creative supervisors are characterized by 
being responsible for both process and 
outcome. That is, they have a certain 
accountability (general property). How-
ever, there may be different types of 
creative supervisors with different levels 
of accountability (specific properties), 
depending on whether they are responsi-
ble for a whole process or only for a 
certain animated character, for example. 
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Note that properties, like categories, vary in degree of conceptual abstraction (Glaser 
& Strauss, 1967, p. 36). Some of the properties that were developed in this study are 
rather powerful and abstract properties. Examples include a creative supervisor’s 
accountability or an artist’s process expertise. Other properties are less abstract. An 
example is the property frequency, which describes one feature of the category of 
approval and review. Arguably, some of the more abstract and powerful properties 
could have become categories or subcategories in their own right. In the context of 
this study, however, it was sought to conceptualize in a way that allowed for the 
creation of dense categories with high explanatory power. Such categories would 
have the ability to explain variations through the dimensional ranges of their proper-
ties. It is also important to note that the focus was on meaning rather than on quanti-
fication (Goulding, 1999, p. 12).  
5.4.1.3 Coding of Process Models 
Process models were also coded. As indicated in the previous chapter, the bulk of the 
process models were generated before the semi-structured interviews were con-
ducted. However, the actual coding of process models was commenced once the cod-
ing of the semi-structured interviews had begun. In order to do so, areas within the 
process models were defined. The analysis software NVivo allowed the researcher to 
define such areas in images (in the case of the present study, these images were 
process models), comment on these areas, and also assign codes to them. The same 
area was often coded by multiple codes. Fig. 5.4 provides an exemplary extract from 
a process model from Organization B along with two areas that were defined and 
coded. The first area, for example, was coded at the nodes artist and required tacit 
and explicit knowledge. The second area was coded at the node approval and review, 
which became a category in its own right. The textual descriptions on the right-hand 
side of Fig. 5.4 provide some further explanation on why the codes were chosen. 
Note that the figure is a simplification for the sake of readability; in fact, often a 
large number of codes was applied to the process models. 
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Fig. 5.4: Open coding of process model from Organization B 
Fig. 5.4 thus provides evidence for certain concepts that also emerged from the inter-
views. First, it became evident that creative sections (e.g. develop blend shapes) are 
characterized by the application of tacit knowledge. The process model also exhibits 
a review process that follows the creative task (internal review & quality assurance). 
Moreover, the process model reveals different IT systems that are used within the 
process. 
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5.4.2 Axial Coding 
5.4.2.1 Relating Categories to Subcategories 
Axial coding is the process of relating categories to their subcategories in order to 
build precise and complete explanations about the phenomena being studied (Strauss 
& Corbin, 1998, p. 124). Axial coding constantly overlaps with open coding (Dey, 
1999). In essence, axial coding is the stage in the process of data analysis where the 
codes generated in open coding are grouped into categories and subcategories and 
where relationships between categories emerge (Urquhart, 2001). Thus, structure is 
related with process. As Strauss and Corbin (1998) note, “structure or conditions set 
the stage, that is, create the circumstance in which problems, issues, happening, or 
events pertaining to a phenomenon are situated or arise. Process, on the other hand, 
denotes the action/interaction over time of persons, organizations, and communities 
in response to certain problems and issues” (p. 127). This way, the researcher identi-
fies relationships around the “axis” of single categories (Strauss, 1987, p. 64). In con-
formance to this, it was sought to understand both structure and dynamics of pro-
cesses in creative environments. In doing so, the study aimed at identifying involved 
stakeholders, resources, etc., as well as the mechanisms of how organizations effec-
tively deal with such processes. 
In order to identify relationships, Strauss and Corbin (1998) propose to differentiate 
categories into conditions (contextual, causal, and intervening), phenomena, ac-
tions/interactions, and consequences. This scheme, they refer to as the paradigm: 
• Conditions are “a conceptual way of grouping answers to the questions 
why, where, how come, and when.” Conditions thus “form the structure 
or set of circumstances or situations, in which phenomena are embedded” 
(Strauss & Corbin, 1998, p. 128).  
• Actions/interactions are responses made by individuals or groups to cer-
tain issues, problems, happenings, or events that arise under certain con-
ditions (Strauss & Corbin, 1998). Strauss and Corbin (1998) make further 
distinctions here; strategic actions are “purposeful or deliberate acts that 
are taken to resolve a problem and in so doing shape the phenomenon in 
some way” (p. 133). Routines, on the contrary, are “actions/interactions 
that tend to be more habituated ways of responding to occurrences in eve-
ryday life such as having an established protocol” (p. 133). 
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• Consequences represent the result of the actions/interactions that were 
taken by individuals and groups. Consequences may be both intended and 
unintended. As with conditions and actions/interactions, consequences 
have properties, such as impact or duration. 
In this study, Strauss and Corbin’s original approach turned out to be applicable to a 
certain extent. It was found quite difficult to discriminately classify each subcategory 
of a particular category as a condition, action/interaction, or consequence. One rea-
son may be seen in that the role (or paradigm item) of a category or subcategory is 
very much determined by the situation at hand. Thus, the same category can belong 
to different paradigm items, depending on the dimensional pattern of a particular 
incident.  
Let us consider the following example. The data suggested a relationship between the 
level of detail of requirements specifications of the creative product and the uncer-
tainty with regard to process structure, required resources, and outcome. Put simply, 
less detailed requirements specifications lead to higher uncertainty. In this scenario, 
the level of detail of requirements specifications of the creative product represents a 
causal condition, whereas the described uncertainty represents a consequence. How-
ever, as organizations apply certain strategies in communicating with the client, re-
quirements specifications get more detailed throughout the process. Thus, being a 
causal condition in the former situation, the dimensionally qualified category be-
comes a consequence in the latter. 
The categories and properties involved in this example were conceptualized as fol-
lows. The level of detail of requirements specifications became a property of the cat-
egories of the client, creative supervisor, and artist. These categories have the prop-
erty of understanding of the requirements of the creative product. Uncertainty with 
regard to process structure, required resources, and outcome were conceptualized as 
properties of the creativity-intensive process (and were given according labels). Oth-
er researchers may have identified the understanding of the requirements of the crea-
tive product as a category in its own right, or a property of the category creative 
product. However, considering the process-centric perspective of this research, the 
chosen conceptualization appeared to be appropriate; as will be explained, the 
process is characterized by communication between different involved stakeholders 
who mutually influence their understanding of the requirements of the creative prod-
uct. 
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Tab. 5.5 is an early example of how the coding paradigm was used in order to draw 
some initial distinctions when coding axially for processes that contain creativity 
(Seidel et al., 2008). 
Tab. 5.5:  Early grouping of categories in axial coding 
Coding paradigm item Categories 
Contextual factors Constraints 
Requirements specifications 
Artist 
Client 
Strategies Approval processes 
Showing references 
Allowing latitude 
Knowledge management 
Resource allocation 
Group communication 
Consequences Mitigating creative risk 
Client satisfaction 
Creative process performance  
Operational process performance 
It must be noted that the categories shown in Tab. 5.5 were early categories. As will 
be explained in the section on selective coding, it was necessary to re-group and fur-
ther integrate categories with their subcategories in order to develop an integrated 
theoretical scheme. This led to a particular hierarchy of categories and subcategories 
(Sarker et al., 2001) where subcategories “specify a category further” (Strauss & 
Corbin, 1998, p. 119). 
Summarizing, the coding paradigm was used as a guidance in order to help the re-
searcher to think about ways to relate categories to subcategories (compare Sarker et 
al., 2001). At a high level, it was possible to distinguish contextual factors that shape 
processes in the studied organizations, strategies that these organizations deliberately 
use in order to manage their processes, as well as intended consequences. Thus, the 
coding paradigm was used to sensitize the researcher; i.e., to give him ideas and to 
help him “draw some preliminary distinctions” (Urquhart, 2001) and hence roughly 
group emerging categories. 
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5.4.2.2 Developing Relational Statements 
As indicated, the process of relating categories results in the formation of hypotheses 
(Strauss & Corbin, 1998, p. 135). In order to do so, categories are linked “at a dimen-
sional level” (Strauss & Corbin, 1998, p. 126). For example, the data suggested that 
high levels of uncertainty with regard to outcome are associated with high levels of 
creative risk, but also high levels of creative potential (dimensionally qualified prop-
erties). This led to the following (preliminary) proposition: 
Exemplary preliminary proposition 1: High levels of uncertainty with regard 
to the process outcome are associated with high risk, but also with high levels 
of creative potential. 
This way, the conditional structure was identified and thus structure was linked with 
process. Strauss & Corbin (1998) as well as Glaser & Strauss (1967) call these 
statements about the relationship between concepts hypotheses. In the present study 
it is preferred to employ the notion of propositions, as hypotheses are often used in 
connotation with testable variables (Handfield & Melnyk, 1998; Popper, 1961). 
Propositions that were formulated within this study were constantly compared to 
incoming data (Strauss & Corbin, 1998, p. 135; Glaser & Strauss, 1967). It was in-
tended to (a) discover contradictions and (b) to discover variations that could then 
extend the dimensional range of categories and thus enhance their explanatory power 
(Strauss & Corbin, 1998, p. 135). Note that, due to the large number of categories 
and properties, the data did not suggest each and every possible relationship between 
categories. Consequently, it was virtually impossible to deductively validate all poss-
ible relationships (Sarker et al., 2001). Instead, it was focused on the recurrent pat-
terns that appeared to be most important in order to explain the causes, reactions, and 
consequences of the management of processes in the case organizations. 
As indicated earlier, it was also tried not to be dogmatic in classifying categories. 
With regard to the above mentioned example, the following proposition exemplifies 
how the understanding of the requirements of the creative product became a conse-
quence: 
Exemplary preliminary proposition 2: Strategies in communicating with the 
client can further the mutual understanding of requirements of the creative 
product. 
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5.4.3 Selective Coding 
Axial coding was followed by selective coding, where the core category representing 
the central phenomenon of the study was identified and other concepts were related 
to it. Technically, what Strauss and Corbin (1998) name selective coding is similar to 
what Glaser (1978) names theoretical coding (Jones & Noble, 2007). In selective 
coding, “all other subordinate categories and subcategories become systematically 
linked with the core” (Strauss, 1987, p. 69). Thus, the researcher identifies the core 
category of the research and links all other categories to it in order to proceed to an 
integrated theoretical scheme. 
5.4.3.1 Identifying the Central Category 
The core category is thought to represent the study’s central theme (Strauss & Cor-
bin, 1998, p. 146). It has the ability “to pull the other categories together to form an 
explanatory whole” (Strauss & Corbin, 1998, p. 146). The central phenomenon of 
this study is represented by the category of the creativity-intensive process. The cate-
gories contextual factors, strategies, and consequences pertain to the central pheno-
menon and its parts. As Strauss and Corbin (1998) state, it is “not until the major 
categories are finally integrated to form a larger theoretical scheme that the research 
findings take the form of a theory” (p. 143). They further write: “In an exaggerated 
sense, it [the core category] consists of all the products of analysis condensed into a 
few words that seem to explain what ‘this research is all about’” (p. 143). 
The identification of the creativity-intensive process as the core category of this re-
search reflects the researcher’s interpretation of what this research is all about 
(Strauss & Corbin, 1998, p. 146). The choice was also determined by the research 
problem and research questions that were targeted by this research endeavor.  
Strauss and Corbin (1998) present a set of criteria for choosing a central category. 
Tab. 5.6 provides an overview and links these criteria to this study. 
Tab. 5.6:  Criteria for choosing a central category 
Criteria proposed by 
Strauss and Corbin (1998) 
This research 
All categories can be related 
to the core category 
All categories that were identified in the course of the study could 
be easily linked to the creativity-intensive process. Categories ei-
ther shape the central phenomenon or stand for strategies that or-
ganizations apply in order to pursue certain goals. 
Must appear frequently in 
the data 
The creativity-intensive process as the main category appeared 
frequently in the data. 
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Criteria proposed by 
Strauss and Corbin (1998) 
This research 
No forcing of data All categories could be linked to the creativity-intensive process 
without forcing of data. 
Abstract naming The notion of the creativity-intensive process appeared to be suffi-
ciently abstract to enable to further collect empirical data from 
other substantive areas in order to proceed to a more general theory. 
Analytical refinement 
through integration with 
other concepts 
The category of the creativity-intensive process was refined analy-
tically as it was integrated with other concepts enhancing its expla-
natory power. Examples are concise descriptions of contextual 
factors such as artists, creative supervisors, or IT context. 
The concept can explain 
both variations and the main 
point 
Creativity-intensive processes are highly dependent on various 
factors. Thus, the nascent theory covers a broad range of varying 
conditions. The theory explains how organizations react to these by 
applying various strategies in order to control both product and 
process.  
As indicated, other researchers may have chosen a different core category. One may 
think about the category creative product, which represents the outcome of the inves-
tigated processes. Any action that is taken by artists or creative supervisors basically 
also pertains to the creative product. Similarly, management strategies or practices 
could have chosen as the core category. Also it would have been possible to identify 
more than one core category. For example, strategies in communicating with clients 
and strategies in internally managing creativity-intensive processes could have been 
chosen as core categories. Another example would be the process of requirements 
determination, which can be seen as a sub-process of creativity-intensive processes. 
The conceptualization that was chosen in the present study is grounded in the re-
search problem that aims at investigating the impact of creativity on business 
processes and their management, thus suggesting a process-centric perspective. 
5.4.3.2 Relating the Subcategories to the Core Category Using the Paradigm: 
Further Integration of Concepts 
In order to proceed to an integrated theoretical scheme, subcategories were linked to 
the core category using the paradigm. When the act of selective coding was com-
menced, it became apparent that there was need to further group concepts in order to 
densify categories. This resulted in a hierarchy of categories and subcategories 
(compare Urquhart, 2001). Thus, the results of the stage of axial coding (compare 
Tab. 5.5, for example) turned out to be no more than intermediate. In fact, all three 
stages of coding were highly interwoven and the grouping of categories further pro-
ceeded when the researcher had already started to code selectively. 
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In the following, integrative diagrams are used in order to illustrate how categories 
and subcategories were related to each other. Such integrative diagrams often do not 
contain every concept that emerged from data analysis. The idea behind these dia-
grams is to focus on those concepts with the status of major categories (Strauss & 
Corbin, 1998, p. 153). A detailed description of the different categories and their 
properties and dimensions is provided in the next chapter. 
The contextual factors identified were grouped under the four categories roles, con-
straints, IT context, and creative product. Together these categories establish the 
context in which organizational creative processes are carried out. These categories, 
in turn, became subcategories of the more abstract category of contextual factors. 
Fig. 5.5 depicts the node tree that details the relationships between the according 
categories and subcategories. Detailed descriptions of the different contextual fac-
tors, along with their properties and dimensions, can be found in chapter 6.3. 
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Fig. 5.5: Overview of the category contextual factors 
The strategies that were identified in open and axial coding could be further grouped 
into more abstract categories. First, it could be distinguished between strategies in 
communicating with the client and strategies in internally managing creativity-
intensive processes. These two categories were further grouped under the even more 
abstract category strategies in managing creativity-intensive processes, which ex-
plains how creative organizations deal with the phenomenon of business processes 
that rely on creativity; they thus became subcategories of this category. Furthermore, 
three subcategories were grouped under strategies in communicating with the client. 
These are understanding and refining the requirements, ongoing communication, and 
approval and review. The grouping of categories resulted in the node tree of catego-
ries and subcategories that is depicted in Fig. 5.6. Thus, the categories on the right-
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hand side are subcategories in relation to the categories on their left. Some of the 
concepts shown in Fig. 5.6 were lower-level codes that became categories in their 
own right. Detailed descriptions of the specific strategies can be found in chapter 6.4. 
 
Fig. 5.6: Overview of the category strategies in managing organizational crea-
tive processes 
Similarly, the different consequences were grouped under the category conse-
quences. Fig. 5.7 provides an overview. Detailed descriptions of the different conse-
quences can be found in chapter 6.5. 
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Fig. 5.7: Overview of the category consequences 
Tab. 5.7 provides an overview of how major categories were grouped under more 
abstract categories, and how this relates to the coding paradigm as proposed by 
Strauss and Corbin (1998). 
Tab. 5.7:  Grouping of categories and the coding paradigm 
Category Subcategories Coding paradigm item 
Contextual factors Roles 
Constraints 
IT Context 
Creative product 
Causal conditions, intervening 
conditions, contextual factors 
Strategies in managing 
creativity-intensive 
processes 
Strategies in communicating with the 
client 
Strategies in internally managing crea-
tivity-intensive processes 
Strategies, actions/interactions 
Consequences Mutual understanding of requirements 
Mitigating operational and creative 
risk 
Operational process performance 
Creative process performance 
Client satisfaction 
Creative ownership 
Consequences 
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Category Subcategories Coding paradigm item 
Creativity-intensive 
process 
Contextual factors, Strategies in man-
aging creativity-intensive processes, 
consequences 
Phenomenon 
Fig. 5.8 provides an overview of how categories and subcategories relate to each 
other.  
 
Fig. 5.8: Overview of major categories and subcategories 
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The separation between open coding, axial coding, and selective coding turned out to 
be somewhat artificial. In reality the coding process proved to be hard to disentangle 
and was characterized by moving forth and back between data and interpretation. In 
this manner, the first relationships emerged very early in this study and became ap-
parent during the first interviews (for example, relationships between creativity and 
risk, creativity and knowledge, as well as the role of clients).  
5.4.3.3 Refining the Theory, Reaching Theoretical Saturation, and Validation 
Having started to develop the overall theoretical scheme by relating categories to the 
core category, the next step was to refine the nascent theory (Strauss & Corbin, 1998, 
p. 157).  
The interpretation was based on multiple methods that were applied to check the re-
presentativeness of categories and relationships (Orlikowski, 1993). The interview 
findings were checked against the findings from process modeling, as well as against 
existing documentation. For example, evidence of the role of so-called approval 
processes that are applied to mitigate risk could be found in the interview data from 
all three case organizations and was reinforced by process models, indicating that 
particularly creative parts of business processes are followed by different types of 
approvals. 
In order to refine the theory and to fill in poorly developed categories, both data and 
memos were revisited and some additional data was selectively collected through 
semi-structured interviews. In order to decide when “to let go,” Strauss and Corbin’s 
(1998) advice was followed, who write: “Not every detail can be well developed or 
spelled out. Of course, large gaps should be filled in. A category should be sufficient-
ly developed in terms of properties and dimensions to demonstrate its range of varia-
bility as a concept” (p. 158). 
The iteration between data and categories/relationships was concluded when addi-
tional data analysis did not provide any further insight and did not reveal further cat-
egories shaping the phenomenon of creativity-intensive processes. Glaser and Strauss 
(1967) refer to this stage in the process of data analysis as theoretical saturation. 
Holton (2007) notes that this state of the process of data analysis yields the inter-
changeability of indicators (p. 265). 
In order to validate the theoretical scheme, two avenues were used that are proposed 
by Strauss and Corbin (1998). First, the theoretical scheme was compared to the raw 
data, which they refer to as a “high-level comparative analysis.” Second, the re-
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searcher went back to the respondents and presented the theoretical scheme to them. 
Participants validated the model and, at the same time, made some recommendations 
with regard to presentation that were actually incorporated into the model. It can be 
noted that respondents indeed perceived the theoretical scheme as a sound explana-
tion for what was going on in their organizations. 
5.5 Memoing 
For theorizing and commenting in this research extensive use of memoing was made 
(Miles & Huberman, 1994; Glaser, 1978; Charmaz, 2006; Strauss & Corbin, 1998). 
Lempert (2007) describes memo writing as being the fundamental process of the 
engagement with data in order to build grounded theory. “Memo writing is the me-
thodological link, the distillation process, through which the researcher transforms 
data into theory” (Lempert, 2007, p. 245). Similarly, Glaser (1978) refers to me-
moing as “the core stage in the process of generating theory” (1978, p. 83). Memos 
are primarily conceptual and focus on the integration of data, often showing that data 
are instances of concepts (Miles & Huberman, 1994). In the present study memoing 
was used throughout the iterative and highly interwoven process of building theory. 
Consequently, it is possible to distinguish two types of data the present study relies 
on: first, data that was collected by the researcher through interviews and other data 
collection techniques and, second, the researcher’s interpretations of these data.  
Memos that were written throughout the study can be roughly classified along two 
dimensions. The first dimension distinguishes three types of memos, namely code 
notes, theoretical notes, and operational notes. The second dimension distinguishes 
memos with regard to the stage within the process of data collection and analysis. 
These are line-by-line memos, preliminary concept memos, concept memos, relation-
ship memos, and integrative memos. The distinction of these different types of me-
mos reflects the researcher’s personal style of writing memos and analyzing data. 
Fig. 5.9 provides an overview of how the different types of memos relate to each 
other and to the coding process. 
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Fig. 5.9: The use of memoing in the stages of data analysis 
Memos were kept separately from the data. However, useful illustrations from the 
data were used in order to show how properties and dimensions were identified. Si-
milarly, Strauss (1987) writes that “data should not be put in memos, with the excep-
tion of clearly demarcated, useful illustrations, referenced to the field notes where the 
illustration was taken” (p. 127).  
5.5.1 Code Notes, Theoretical Notes, and Operational Notes 
Code Notes 
Code notes are memos that contain the results of the different coding stages of open 
coding, axial coding, and selective coding (Strauss & Corbin, 1998, p. 217). Strauss 
and Corbin (1998) further note that “early notes include categories, concepts that 
point to categories, and some properties and dimensions” (p. 224). Code notes were 
thus used in order to develop categories and to identify properties or indicate where 
on the dimensional range of a property a particular event was located. Consequently, 
code notes provided dimensional specificity that could then be used in order to pro-
ceed to the identification of relationships among categories (compare Strauss & Cor-
bin, 1998, p. 225). Particularly in the beginning of data analysis, data was shown in 
the early code notes in order to exemplify the identification of concepts, properties, 
and dimensions. 
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Theoretical Notes 
Theoretical notes were thought to sensitize the researcher and summarize his 
thoughts with regard to theoretical sampling and further issues (Strauss & Corbin, 
1998, p. 217). For example, theoretical notes captured the researcher’s thoughts 
about possible properties, dimensions, and relationships that would then guide theo-
retical sampling (Strauss & Corbin, 1998, p. 225). 
Operational Notes 
Operational notes were used to document the research process and record procedural 
directions including the development of interview questions.  
5.5.2 Memos in Different Stages of Data Analysis 
Line-by-line Memos 
Line-by-line memos were used early in the study in order to facilitate what Strauss 
and Corbin (1998) call microanalysis of the data. These memos were used to open up 
the text; once a certain concept emerged from the data, a concept memo was written 
from the line-by-line memo. Line-by-line memos were primarily code notes that 
were used to code the first interviews.  
Concept Memos 
Concept memos were used in order to develop an in-depth understanding of certain 
concepts. Concept memos were code notes, theoretical notes, and operational notes. 
Concept memos elaborate on categories, properties, and dimensions. While the study 
proceeded, the emphasis shifted from line-by-line memos to concept and relationship 
memos. Out of first open codes, concepts emerged that were then further developed. 
Some concepts eventually became categories in their own right. Concept memos 
were also used in order to integrate concepts into categories and to identify subcate-
gories. The distinction between relationship memos and concept memos is a crude 
one; the two blend into each other. As Strauss and Corbin (1998, p. 225) note, it is 
difficult to separate open from axial coding. 
Relationship Memos 
While the study proceeded relationship memos were increasingly used. These memos 
were thought to conceptualize the emergent relationship between concepts. Relation-
ship memos were used within the stages of axial and selective coding. They can be 
code notes, theoretical notes, and operational notes. In selective coding there were 
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fewer code notes and more theoretical notes. Relationship memos were often based 
on code notes as they provided basic analytic ideas on the categories along with their 
properties and dimensions. Thus, relationship memos were intended to “present ans-
wers to the questions of what, when, where, with whom, how, and with what conse-
quences” (Strauss & Corbin, 1998, p. 230). 
Integrative Memos 
Integrative memos were written for each major category that had emerged. In order 
to do so, memos on the different subcategories and properties were revisited and the 
most relevant aspects were summarized. Moreover, integrative memos explained the 
relationships between a category and other categories. 
The process of reading and sorting memos helped the researcher to discover relation-
ships among categories and were also an important device in order to integrate the 
various categories into a coherent theoretical scheme; i.e., linking all categories to 
the core category of this research (Strauss & Corbin, 1998, p. 238). 
5.6 Reflections on the Use of the Grounded Theory Method in this Study 
5.6.1 Adaptations 
At some stages in the research progress, the original approach as proposed by Strauss 
and Corbin (1998) turned out to be too rigid. Simply put, it was not possible to neatly 
label every category as a paradigm item. Strauss and Corbin (1998) note: “We know 
that readers will treat the material in this book as items on a smorgasboard table from 
which they can choose, reject, and ignore according to their own tastes – and rightly 
so” (p. 8).  
In a similar manner, Charmaz (2000, p. 513) notes that grounded theory provides a 
set of flexible strategies. In this line of thought, the research method that was applied 
in this study was particularly tailored to the research problem to be investigated. One 
main decision was to use grounded theory in order to analyze (and also collect) data. 
Even though the approach to grounded theory that was used in this study was an 
adaptation, the mandatory procedures of the grounded theory method as proposed by 
Strauss and Corbin (1998) were followed. The study was based on theoretical sam-
pling, constant comparison, coding, and memoing (compare also Jones & Noble, 
2007). Also the coding paradigm was used, even though in an adapted version. The 
most important adaptations made in this study are the following: 
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• A sensitizing device was used in order to accompany the iterative process 
of theory building and to enhance theoretical sensitivity. 
• In axial coding, there was no distinction made between intervening and 
causal conditions. Instead, so-called contextual factors were identified. 
• Also, it was not distinguished between actions/interactions and strategies. 
Instead, two different categories of strategies were identified: those per-
taining to internally managing creativity-intensive processes and those 
pertaining to communicating with the client. 
5.6.2 The Role of the Sensitizing Device 
Having explained how grounded theory was applied in order to analyze data, the role 
of the sensitizing device desires further discussion. As an integral part of collecting 
and analyzing data it suggested that processes, products, persons, and context were 
relevant when studying business processes that rely on creativity. It will remain un-
clear whether the usage of the sensitizing device negatively impacted the study. From 
this author’s perspective as an interpretive researcher, the sensitizing device im-
pacted the study as follows. 
While the sensitizing device suggested the importance of creative persons, it became 
apparent that there is not ‘the’ creative person. Instead, different roles that are in-
volved in the processes emerged. Artists, creative supervisors, and clients are all cre-
ative persons as they actively contribute to the generation of creative products. What 
turned out to be important is that these people may have different understandings of 
the requirements of the creative product, as well as different abilities. Each of these 
three categories could be developed in terms of their properties and dimensions. It is 
concluded that the sensitizing device enhanced the researcher’s theoretical sensitivity 
as he was sensitized to look for the role that people have in the context of the 
processes being studied; however, at the same time the study’s inductive design al-
lowed the emergence of a far more detailed picture. 
Similarly to the creative person, many examples for creative products could be 
found. However, all the properties that emerged as being important had not been 
known in advance. 
The study started with a quite general and exterior understanding of the creative 
process. Throughout the study it became evident that creative processes largely dif-
fer, even among such a homogenous group as the one that was studied in this case. 
Thus, the properties and dimensions of creative processes actually emerged from the 
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data. Moreover, the creative process (later labeled the creativity-intensive process) 
proofed to be the core category that all other categories could be meaningfully linked 
to. 
The study did not reveal a singular concept such as creative environment. The crea-
tive environment turned out to be very complex and to be constituted by a complex 
interplay of various factors. It became apparent that it was one of the main challenges 
to the research to uncover this interplay. 
5.7 Chapter Conclusion 
As indicated in chapter 3, it can be distinguished between models for research and 
models of research. Whereas in the chapter on the research design the model for re-
search was introduced, this chapter described the model of research. 
This chapter also presented an overview of categories and subcategories that were 
developed in the course of this study. The following chapter provides a detailed ac-
count of all categories and subcategories, including their properties and dimensions. 
In doing so, actual data is presented in order to show how open codes emerged and 
how these were then integrated so as to develop more abstract categories. 
Finally, the version of grounded theory that was used in this study in order to analyze 
data as well as the role that the sensitizing device played was discussed. It was con-
cluded that the usage of the sensitizing device did not constrain the researcher from 
discovering new and relevant elements during the study. 
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6 STUDY FINDINGS: CATEGORIES 
What is a scientist after all? It is a 
curious man looking through a 
keyhole, the keyhole of nature, try-
ing to know what’s going on. 
Jacques-Yves Cousteau 
6.1 Chapter Introduction 
The nascent theory is introduced in two consecutive chapters. This chapter presents 
categories and subcategories along with their properties and dimensions. Based on 
the above discussion on the coding scheme and with regard to the research questions, 
the categories are presented in four groups: the core category, categories providing 
the organizational context, strategies, and consequences. A cross case summary of 
evidence for the categories can be found in Appendix B. The subsequent chapter 
(chapter 7) then describes relationships between the categories in the form of an inte-
grated theoretical scheme. The trajectory that links the various categories is the crea-
tivity-intensive process that was identified as the core category of this research. This 
category “has the prime function of integrating the theory and rendering it dense and 
saturated as the relationships are discovered” (Strauss, 1987, p. 35). The classifica-
tion according to the paradigm must be seen as a rough distinction. Strauss and Cor-
bin (1998) note: “An analyst is coding for explanations and to gain an understanding 
of phenomena and not for terms such as conditions, actions/interactions, and conse-
quences” (p. 129). 
As has been explained in chapter 5, what has been labeled a contextual factor may 
also be influenced by the strategies and may also become part of the consequences, 
for example. This has been demonstrated in the section on grounded theory data 
analysis to some extent and will be discussed in detail in this chapter. 
In the following, for each category its subcategories (or lower level categories), 
properties, and dimensional ranges are introduced. Thus, a concise description of the 
categories that were first mentioned in the previous chapter is provided. Illustrative 
quotes are presented for the different categories and their properties. These quotes 
were indicators for the concept (category, property) discussed and were coded accor-
dingly. The structure of this chapter reflects the hierarchy of categories and subcate-
gories that was introduced in the previous section. Fig. 6.1 provides an overview. 
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Creativity-intensive 
process
(chapter 6.2)
Contextual factors
(chapter 6.3)
Strategies in managing 
creativity-intensive 
processes
(chapter 6.4)
Consequences
(chapter 6.5)
Constraints
(chapter 6.3.2)
IT Context
(chapter 6.3.3)
Roles
(chapter 6.3.1)
Strategies in internally 
managing creativity-
intensive processes
(chapter 6.4.2)
Strategies in 
communicating with the 
client (chapter 6.4.1)
Mitigating creative and 
operational risk
(chapter 6.5)
Operational process 
performance
(chapter 6.5)
Mutual understanding 
of requirements
(chapter 6.5)
Creative process 
performance
(chapter 6.5)
Client satisfaction
(chapter 6.5)
Creative product
(chapter 6.3.4)
Creative ownership
(chapter 6.5)
 
Fig. 6.1: Major categories and subcategories 
In accordance with Strauss and Corbin (1998), those categories that are introduced as 
contextual factors, strategies in managing creativity-intensive processes, and conse-
quences can be referred to as subcategories of the core category creativity-intensive 
process (Strauss & Corbin, 1998). They “answer questions about the phenomenon 
such as when, where, why, who, how, and with what consequences, thus giving the 
concept greater explanatory power” (Strauss & Corbin, 1998, p. 125).  
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By describing the emergent categories along with their properties, it is not possible to 
avoid any potential overlap with the subsequent chapter on the integrated theoretical 
scheme. Thus, first relationships between concepts will become apparent in this 
chapter. However, a distinct introduction of the categories in all their complexity is 
seen necessary in order to then show how these categories can be related along their 
dimensionally qualified properties. 
6.2 The Core Category: The Creativity-intensive Process 
The category creativity-intensive process captures the phenomenon of business 
processes that are largely characterized by creativity. As indicated, processes in the 
case organizations turned out to be highly dependent on creativity, interdependent, 
intensively involving the client, complex, and repetitive. A good example for a crea-
tivity-intensive process is the VFX production pipeline that was introduced in chap-
ter 4.2.3. This process generates digital sequences for films. It is built upon the crea-
tivity of the involved VFX artists and comprises of various interdependent sub-
processes. It also intensively involves the client as VFX sequences are often pro-
duced for a production studio that, for example, produces a feature film. At the same 
time, the process is repetitive as usually not one, but many VFX sequences have to 
be produced.  
The study revealed a number of properties that give the category creativity-intensive 
process variation and thus allow accounting for a broad range of processes. For ex-
ample, creativity-intensive processes can vary with regard to their level of uncertain-
ty or number of iterations. The different properties are introduced in three sub-
sections. The first pertains to the properties of uncertainty with regard to outcome, 
process structure, and required resources, as well as to structural aspects of creativi-
ty-intensive processes (6.2.1). The second covers the properties collaboration-
intensity, communication-intensity, and knowledge-intensity (6.2.2), and the third 
introduces the two intimately connected properties of creative risk and creative po-
tential (6.2.3). 
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6.2.1 Uncertainty, Varying Levels of Structure, and Iteration 
The Properties of Uncertainty with Regard to Outcome, Process Structure, and Re-
quired Resources 
The following quote is a good example for those comments that were made by re-
spondents when discussing the nature of processes that rely on creativity (for the first 
quotes exemplary codes from open coding are shown in brackets): 
I would denote creativity by arriving at the end of a process without necessarily having a 
pre-structured guide or a series of processes to get there [not having a pre-structured 
guide]. […] I think if you do something incredible technical you are replicating [replication 
of process steps] – might be a bunch of separate steps and things that have already been de-
cided – but you don’t actually bring anything of your own to it [bringing something individ-
ual to it]. (Interviewee C.2) 
This creative director drew a line between doing something “incredible technical” 
and doing something “creative.” Whereas being creative to him meant arriving at the 
end of a process without “having a pre-structured guide,” a technical task is predo-
minantly characterized by replication. This was reinforced by other statements, such 
as the following: 
There are inherent steps at every point that is part of the process that need to be taken. And 
they can fork into a whole set of choices, some of which will be possible, and some of which 
won’t be possible [process choices]. Where the creativity comes in, in my understanding of 
creativity, [...]sometimes you might jump a step [jumping process steps] to come up with a 
much more creative solution. We think very laterally [thinking laterally]. So, putting steps in 
to make sure you stay on the same path is actually sometimes contrary to what the creative 
process is about. (Interviewee A.4) 
According to this production executive from Organization A, there are often different 
possible paths (open code process choices) that one can take in a creative process. 
Also, it may be necessary to jump process steps in order to come up with creative 
solutions. Another respondent from Organization A asserted that 
It’s about the variance in the task, I think [variance in process]. How much judgment is used 
in the task itself [judgment]. So highly creative is where there is much variance. (Interviewee 
A.1) 
This respondent used the notion of “judgment,” which is closely linked to subjective 
opinions. Thus, a reason for what this respondent called “variance” may be seen in 
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subjective perceptions of the involved people. The role of subjectivity was also hig-
hlighted by a producer from Organization A: 
I suppose something, a task, that requires an individual’s opinion [individual opinion] or in-
put is what is different each and every time. It’s not simply a chain of events of doing a 
process from A, B, C. (Interviewee A.2) 
A respondent from Organization B reinforced the difference between creative and 
non-creative tasks when he highlighted that non-creative tasks are rather well-
structured and predictable and may even be automated: 
Generally speaking, when you do something technical, you have a much better understanding 
of what it is you are trying to do at the end. And then you are able to draw upon more related 
information  and often, what you are doing is somewhat mechanical or can be automated or 
dealt with in a different way. It’s different […] with creative processes. (Interviewee B.1) 
The above examples chiefly refer to aspects related to the process and thus to how 
work is done and what is needed to do it. Respondents also spoke about the characte-
ristics of the outcome of a process. There was a widely held view that not only the 
process is characterized by uncertainty, but also its outcome. The following comment 
was made by a creative director from Organization C: 
There are the occasions where a job, whilst in theory is nailed down, won’t get determined 
till somewhere further down the line, particularly when there is something where there’s a lot 
of fluid simulation or water splashing or character that is very complex to make. In theory 
it’s all fine and they leave us alone as we get to make it. But then, when it comes to approv-
ing all that work, to say it’s actually in line with that, that can get creative again. (Intervie-
wee C.2) 
This comment relates to the outcome of a process and expresses that it is often not 
known until the process is completed. It further became apparent that this is particu-
larly the case for very complex products. In a similar manner, the CEO of Organiza-
tion B said: 
And I think, for us, one of the features of it being a creative process is that you can’t […], 
there’s no objective way of defining the outcome; as it is with the […] aesthetics. After you 
got it, you can cast some judgment  over whether or not it is appropriate, but you can’t sit 
down before you start and define the outcome in a sort of objective, measurable way. (Inter-
viewee B.1) 
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He also expressed that a main reason for what has been labeled uncertainty with re-
gard to outcome may be seen in varying subjective opinions or judgments over the 
creative product. Altogether, three main characteristics of creativity-intensive proc-
esses became apparent:  
1. In most cases the outcome of processes that rely on creativity is not entirely 
known in advance. Yet, often it is not the case that nothing is known about the 
creative product. Let us consider a particular animation sequence for a film or a 
VFX shot in a feature film. A producer who needs that sequence to complete the 
film would certainly know the technical format and might also know its length 
(not necessarily though). However, some aspects remain unknown until the 
process commences. Particularly creative aspects (e.g. what characters occur in a 
particular sequence or what do the characters look like etc.) are not known in ad-
vance. 
2. Not only the process outcome is not known in advance, but also the actual 
process that leads to this outcome. Required process steps and iterations are not 
entirely predictable. For example, when producing a particular VFX shot for a 
feature film, the organization does not know what iterations are necessary for 
what process step (e. g. creating the surface of an image that is part of a VFX 
shot). Also, required process steps may not be known in advance as the product 
and its properties are further developed throughout the process. However, it is not 
the case that nothing is known about the process structure. For example, particu-
lar well-structured sub-processes, such as review processes, or aspects of data 
management may be known previously. 
3. As required process steps and iterations are not entirely predictable, so are re-
sources and involved people. For example, within VFX production processes in 
Organization B, while the process is conducted, it may become necessary to in-
volve further people with particular skill sets. Again, it is not the case that noth-
ing is known about required resources. Certain resources that are required (e.g. a 
particular software tool) may be known as well as resource constraints (e.g. 
available time). 
Summarizing, it became noticeable that those processes that largely rely on creativity 
are characterized by the properties of uncertainty with regard to outcome, process 
structure, and required resources. Uncertainty with regard to process structure and 
required resources pertain to how something is done, whereas uncertainty with re-
gard to outcome pertains to the result. Uncertainty with regard to the outcome ap-
pears not to be an entirely unwanted effect, but also provides the latitude that is 
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needed in order to diverge from the status quo and generate truly creative products. 
Thus, uncertainty could have also been labeled variability. The data also suggested 
that more complex products, by their very nature, can come along with particularly 
high degrees of uncertainty. 
The Property of Varying Levels of Structure: Creative and Non-creative Parts of 
Creativity-intensive Processes 
Both process models and the data collected in semi-structured interviews suggested 
that the investigated processes comprise of well-structured or predictable parts (that 
often do not involve any creativity at all) and creative parts. The following comment 
exemplifies how respondents differentiated between creative and non-creative (or 
technical) parts of a process:  
The distinction is more about latitude. Latitude that exists in the performance of the task, 
whatever it is. I guess, what I am calling a technical task is one where there is not so much 
latitude. It’s expected to be performed in this band here, so you are not expecting a lot of va-
riance in the performance, whereas what I am calling a creative task is one where is more 
variance inherently in the task. (Interviewee A.1) 
This respondent used the notions of “variance” and “latitude.” His comment ex-
presses that technical tasks are characterized by low levels of latitude and low levels 
of variance. Creative tasks, on the contrary, are characterized by high levels of va-
riance (as indicated, variance was one of the open codes that were drawn up by the 
property of uncertainty with regard to process structure). The following paragraph 
has already been shown above in order to illustrate the property of uncertainty with 
regard to process. This respondent from Organization A also pointed out that some 
steps in creativity-intensive processes are “inherent” while others are characterized 
by different choices and lateral thinking: 
There are inherent steps at every point that is part of the process that need to be taken. And 
they can fork into a whole set of choices, some of which will be possible, and some of which 
won’t be possible. Where the creativity comes in, in my understanding of creativity [...] 
sometimes you might jump a step to come up with a much more creative solution. We think 
very laterally. So, putting steps in to make sure you stay on the same path is actually some-
times contrary to what the creative process is about. (Interviewee A.4) 
The label of inherent process steps is one of the open codes that were drawn up by 
the property of varying levels of structure. In summary, the data indicated that crea-
tive parts can often be broken down into creative and non-creative elements. Thus, 
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complex creative tasks can be interpreted as creativity-intensive sub-processes.5 The 
analysis of process models in particular facilitated the discovery of those sections 
within a process that were well-structured and predictable as opposed to those that 
were characterized by uncertainty; the latter ones were characterized by feedback 
loops, usually followed by approval processes, required tacit knowledge, and were 
assessed as being particularly critical to the overall process by the respondents. They 
thus exhibited the properties of uncertainty with regard to process structure, re-
quired resources, and outcome. The awareness that business processes that are cha-
racterized by creativity comprise of both creative and non-creative parts eventually 
led to the notion of the creativity-intensive process as opposed to the creative 
process. 
The Property of Iterative Nature 
Creativity-intensive processes not only cover various levels of structure, varying 
from pre-determined to very creative; they are also characterized by numerous itera-
tions. As different people with different subjective opinions are involved in the 
process, it becomes necessary to create a mutual understanding of process goals. This 
mutual understanding is created in an iterative process. The following comment ex-
emplifies this: 
Basically, there’s a client who has an idea of what something should be and you have an art-
ist who’s doing it. And the clearer you can make the communication back and forth, which is 
just data, it’s just the information, it’s like whether the data, the image goes to a client, or the 
feedback, the data comes back. It’s an iterative loop and, you know […]. I think that’s what 
basically the creative process is. (Interviewee B.2) 
This VFX supervisor described how the organization gathers requirements from the 
client, does creative work, and evaluates this work. The data also indicated that the 
iterative nature of creativity-intensive processes implies a constant alternation be-
tween divergent thinking and convergent thinking. For example, the creative organi-
zation may come up with a number of ideas that are then presented to the client. In 
an iterative process client and creative organization create a mutual understanding of 
process goals and decide on one or maybe a few options that are further pursued. 
Fig. 6.2 shows a process model that was developed within an interview with Inter-
viewee C.5. The process model shows the typical iterative loop that follows creativi-
                                                          
5  An alternative labeling for the concept of the creativity-intensive sub-process is that of a pocket 
of creativity which thus denotes sections in a creativity-intensive process that are very much cha-
racterized by creativity. The notion of pockets of creativity will be particularly used in the dis-
cussion of the present study’s implications for the practice of BPM in chapter 9. 
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ty-intensive sub-processes, or tasks (in this case the final compositing), within crea-
tivity-intensive processes. It also shows the involvement of the artist, creative super-
visors (director and VFX supervisor), and the client, who may be a marketing agen-
cy, for example. What does not become apparent in Fig. 6.2 is the fact that the itera-
tion would not necessarily mean to go back to the stage of final compositing. De-
pending on the feedback, it may even be necessary to go back to earlier stages in the 
process. During process modeling in the case organizations it proofed to be difficult 
to model any possible iteration that may occur within a creativity-intensive process.  
Final
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VFX Supervisor
Flame
Review
Flame Artist
VFX Supervisor
Director
Client
Director
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Fig. 6.2: Typical iterative loop in creativity-intensive processes (extract from 
VFX production process modeled with Interviewee C.5) 
Tab. 6.1 details the core category creativity-intensive process by presenting an over-
view of the above introduced properties. 
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Tab. 6.1:  Properties of the category creativity-intensive process (1#3) 
Property Description Open codes 
Uncertainty 
with regard 
to outcome 
Certain characteristics of the process-oriented 
object (creative product) are not known in ad-
vance. Uncertainty with regard to outcome 
depends on various factors, such as the level of 
requirements specifications, and can be ranked 
on a dimensional range from low to high. 
Conflict potential, disagree-
ment, making creative judg-
ments, no objective way in de-
fining the outcome, variance in 
outcome, bringing something 
individual to it 
Uncertainty 
with regard 
to process 
structure 
Process structure (required process steps, num-
ber of iterations, process flow) of creativity-
intensive processes is often not known in ad-
vance. This is mainly due to different percep-
tions of involved people. Uncertainty with re-
gard to process structure varies on a dimension-
al range from low to high. 
Bringing something individual 
to it, individuality, latitude, low 
predictability, tackling new 
work, variance in process, 
doing things differently, flexibil-
ity, jumping process steps, 
process choices, varying num-
bers of iterations, not having a 
pre-structured guide, thinking 
laterally  
Uncertainty 
with regard 
to required 
resources 
Similarly, required resources in creativity-
intensive processes are often not fully known in 
advance. Uncertainty with regard to required 
resources varies on a dimensional range from 
low to high. 
Flexibility of resource use, 
doing things differently 
Varying 
levels of 
structure 
Parts of a creativity-intensive process have a 
predetermined structure, other parts do not. 
Thus, creativity-intensive processes comprise of 
both unstructured, hard-to-predict sections and 
well-structured sections at the same time. 
Creative tasks, technical tasks, 
granularity, inherent process 
steps, sub-processes, patterns, 
recurrent elements 
Iterative 
nature 
Creativity-intensive processes are highly itera-
tive. They constantly iterate between under-
standing the requirements, doing work, and 
reviewing work. 
Communicating back and forth, 
convergence and divergence, 
iterative loop, matching subjec-
tive opinions, recurrent stages, 
iteration time 
The above introduced properties cannot be seen in isolation but are closely linked to 
other properties, which are introduced in the following. 
6.2.2 Collaboration-intensity, Communication-intensity, and Varying Touch 
Points 
The Property of Collaboration-intensity 
Creativity-intensive processes are characterized by various levels of collaboration-
intensity, depending on the number of involved creative and non-creative people. 
The property collaboration-intensity varies on a dimensional range from low to high. 
At the one extreme there may be a painter who generates a painting. At the other 
extreme there is the complex creativity-intensive process of making a feature film, 
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involving the shooting, sound-design, post-production, and the production of VFX. A 
VFX supervisor said the following about collaboration in VFX production processes: 
I think you try to work through it together as, you know, a collaborative team. You try to win 
their trust in the beginning and gain that leverage that if something goes bad, you work 
through it together and that’s what I strive for in every job. (Interviewee B.2) 
Apparently, collaboration in creativity-intensive processes not only involves mem-
bers of the creative organization, but also clients. This was further reinforced by the 
process models which exhibited intensive client involvement. Moreover, it became 
apparent that also process managers are intensively involved in the process, as the 
following comment by a producer illustrates: 
The producer is much more involved with the project every single day and they are reporting 
obviously outside to a client. And when the client comes in, that’s the moments when you are 
getting direct feedback from the clients. (Interviewee A.2) 
High levels of collaboration-intensity contribute to uncertainty. This is due to the 
involvement of various subjective opinions with regard to the creative product. The 
following comment exemplifies this: 
The more chains information passes through, the more chances […] there are it would not 
turn out the way supposed to be interpreted differently, you know. (Interviewee B.2) 
Thus, the property of collaboration-intensity within creativity-intensive processes 
describes the involvement of, and collaboration between, clients, artists, and creative 
supervisors. 
The Property of Communication-intensity 
Creativity-intensive processes are also characterized by what is epitomized by the 
property of communication-intensity. This finding may seem obvious as creativity-
intensive processes are also collaboration-intensive and highly iterative. In fact, 
product iterations can be seen as one way of communicating as intermediate product 
steps shape the understanding of the requirements of the creative product of both 
members of the creative organization and clients. Thus, particularly those parts with-
in a creativity-intensive process where the creative organization and the client create 
a mutual understanding of the requirements of the creative product require intensive 
communication. The following paragraph is an extract from an interview with Inter-
viewee B.2, who was asked about an early stage of creativity-intensive processes, 
where the organization seeks to understand the requirements: 
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And it’s almost like a stage where more is better and you are trying to strike conversations 
and you are trying to find out more and you are trying to steer the client into what is, you 
know, more possible for you. You do your negotiating if one thing is harder and other things 
are easier. (Interviewee B.2) 
Obviously, communication within creativity-intensive processes serves different 
purposes, such as what this VFX supervisor called to “steer the client” or “negotiat-
ing.”  
The Property of Varying Client Touch Points 
Client touch points are those sections or points in time within a creativity-intensive 
process where the organization communicates with the client. It became apparent 
that there are different types of client touch points. Some involve formal approval 
while others aim at creating a mutual understanding of process goals between artists 
and clients. Usually, client touch points occur together with the more creative parts 
of a process. The following response made by a producer from Organization A ex-
presses the importance of client touch points that involve approvals: 
If you don’t like the color of the coat that’s fine, we can change that, that’s technically 
oriented. But the risk is that if you don’t get enough approval along the steps along the way 
and you get to a point where the client just doesn’t like it, it can be very difficult to go back 
and say, “ok, at what point didn’t you like it?” (Interviewee A.2) 
This producer explained that clients need to review and approve the creative product 
“along the steps along the way.” The awareness that clients need to be involved in 
the process in certain stages was also supported by the process models, which sug-
gested that client touch points normally take the form of approvals that follow highly 
creative parts of a creativity-intensive process. The same interviewee reinforced the 
awareness that creativity-intensive processes are characterized by varying client 
touch points with the following comment: 
And then it’s the negotiation skills of the producer to kind of encourage or discourage them 
from coming in. (Interviewee A.2) 
Where within the process touch points are located thus also depends on the producer. 
The Property of Varying Internal Review Points 
Similarly to client touch points, creativity-intensive processes have internal review 
points. These represent points in time when artists and creative supervisors review 
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creative products. Alike with external reviews, the creative supervisor must carefully 
decide when within a process the creative product needs to be reviewed. Different 
types of internal review points were identified; some only involve individual artists 
who perform technical quality assurance by themselves while others involve various 
artists as well as creative supervisors. It can roughly be distinguished between tech-
nical quality assurance and creative reviews. 
The Property of Knowledge-intensity 
Creativity-intensive processes are characterized by what can be referred to as high 
knowledge-intensity. Artists require technical knowledge (how to use a tool, how to 
carry out a process), as well as references to previously created artifacts. Respon-
dents pointed out that the creative parts of the processes are very much characterized 
by the application of tacit knowledge; i.e. these parts rely on a number of people that 
actually have this required knowledge. The following comment was made by a VFX 
supervisor who talked about the tacit knowledge that is required in order to carry out 
particular creative tasks (in this case a complex VFX shot involving an explosion): 
But as soon as you can demonstrate that they now gathered knowledge, or they expanded 
their expertise, then it becomes a no-brainer: “listen, for the next project we can do this.” 
(Interviewee B.3) 
With regard to the transfer of tacit knowledge within VFX processes, a VFX supervi-
sor from Organization B said the following: 
The key thing for us is knowledge transfer; and one of the things that seem to work really, 
really well, and something that people really value, is having the time to see and understand 
what other, how other people solved problems. (Interviewee B.1) 
Altogether, there was strong evidence that knowledge transfer and dissemination are 
one of the organizations main concerns. As indicated earlier, being creative often 
means to build upon things that have been done previously. Thus, actors within crea-
tivity-intensive processes need to know (and have access to) things that have been 
done previously. The following comment by a creative director from Organization C 
exemplifies this: 
I think creativity can still be drawing together other things that have been quite pre-
determined […] but putting them into a new arrangement. That’s the same as creativity as 
well. Everything you draw on, everything I draw on in my creativity comes from somewhere. 
So it’s already been created somewhere. (Interviewee C.2) 
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Fig. 6.3 is an extract from a process model from Organization A that shows how the 
knowledge that is required to carry out the creative task of performing an animation 
was modeled. Required tacit knowledge and required explicit knowledge are open 
codes. Explicit knowledge refers to codified, articulated knowledge (e.g. tool know 
how), while tacit knowledge refers to an artist’s implicit knowledge, which is closely 
linked to her expertise. 
Perform
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Fig. 6.3: Tacit and explicit knowledge required to carry out a creative task 
(process model from Organization B) 
Tab. 6.2 provides an overview of the above introduced properties. 
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Tab. 6.2:  Properties of the category creativity-intensive process (2#3) 
Property Description Open codes 
Collaboration-
intensity 
Creativity-intensive processes are characte-
rized by various levels of collaboration-
intensity. At the one extreme is the painter 
who generates a painting, at the other ex-
treme is a feature film. Collaboration-
intensity contributes to the uncertainty with 
regard to process structure, required re-
sources, and outcome. Collaboration-
intensity varies on a dimensional range from 
low to high.  
Client involvement, intensive 
involvement of creative supervi-
sor, working through it togeth-
er, collaborative team, winning 
trust 
Communica-
tion-intensity 
Closely linked to the property of collabora-
tion-intensity is the property of communica-
tion-intensity. In general, creativity-
intensive processes are associated with rela-
tively high levels of communication-
intensity as various stakeholders must create 
a mutual understanding of process goals. 
Communication-intensity varies on a dimen-
sional range from low to high. 
Passing information back and 
forth, negotiating, steering the 
client 
Varying client 
touch points 
Creativity-intensive processes are characte-
rized by varying client touch points. Where 
within the process the creative organization 
communicates with the client depends on 
various factors, including the client’s abili-
ties and the type of job. Particularly those 
sections that are characterized by high levels 
of uncertainty are associated with intensive 
communication with the client. 
Coming in for approval, feed-
back points, stopping for ap-
proval, timing for inviting feed-
back 
Varying internal 
review points 
Creativity-intensive processes are also cha-
racterized by varying internal review points. 
Different types of internal review points 
include technical quality assurance and crea-
tive reviews. 
- 
Knowledge-
intensity 
Artists require expertise as well as explicit 
and tacit knowledge (technical guidelines, 
references to previously created artifacts, 
other people’s opinions) for their creativity. 
Areas of expertise, getting 
access to information, hub of 
information, required tacit 
knowledge, required explicit 
knowledge, knowledge reuse, 
knowledge transfer, making 
decisions 
6.2.3 Risk and Creative Potential 
The Properties of Creative and Operational Risk 
In order to explain the properties of creative and operational risk, first a brief discus-
sion on the concept of risk in the literature is provided. Risk can be defined as “the 
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likelihood of a negative outcome” (Levine, 2004). Although there are slight differ-
ences in the applied terminology of defining risk, most definitions are built around a 
congruent set of core concepts. No matter if risk is defined as “a function of the 
probability that an identified threat will occur and then the impact that the threat will 
have on the business process or mission of the asset under review” (Peltier, 2004) or 
the “probability with which an error will lead to an (unwanted) consequence” (z. 
Mühlen & Rosemann, 2005), it all comes down to the three concepts of a causal con-
dition, an unwanted consequence and the probability that the causal condition leads 
to that consequence. 
As indicated earlier, creativity-intensive processes are connected to high uncertainty 
with regard to possible outcomes. Being creative means to be original and come up 
with novel ideas and solutions, which are then judged by different people with often 
differing subjective opinions. Consequently, creativity-intensive processes are linked 
to varying levels of risk, which is conceptualized by the means of two properties. 
First, uncertainty with regard to outcome can lead to client dissatisfaction due to dif-
ferent perceptions of the quality of the creative product. Much of this is attributable 
to the awareness that the creative product is not fully known before it has been gen-
erated. This will be referred to as creative risk. Another facet of creative risk is the 
unwanted consequence of a lack of external compliance. As various characteristics of 
the outcome are not known in advance, organizations need to be careful to not in-
fringe upon policies or laws. Interviewee D.2, for example, explained that a movie 
scene may be too sexually explicit for a certain market. The CEO of Organization B 
described another example for a creative risk: the danger of generating no outcome 
due to different subjective perceptions of the creative product. He made the follow-
ing comment in regard to this: 
Another big risk is you don’t actually get an outcome at all. Obviously, you can go down a 
process and you might not get something that the client likes. And then you are kind of in an 
awkward position, because you don’t really have any more money to do the work. If they take 
what you’ve got, they are going to be unhappy with it. And that can be quite a challenging 
thing, particularly where either you or the client doesn’t have a strong vision for what it’s 
going [to] look like. (Interviewee B.1) 
Second, uncertainty with regard to process structure and required resources can lead 
to what will be referred to as operational risk. For example, the process may require 
more iterations than expected, which ultimately results in higher costs and time con-
sumption. Uncertainty with regard to process structure (required steps etc.) may also 
lead to a mismatch between what is required in order to fulfill the client expectations 
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and the actual capabilities of the creative organization. The CEO of Organization B 
made the following comment with regard to the danger of getting caught “focusing 
on execution” due to a potential mismatch between capabilities and requirements of 
the creative product (these are lower level codes that were epitomized by the proper-
ty of operational risk): 
Getting caught focusing on execution [is a big risk]. So getting into the process and then rea-
lizing that what you are actually doing is spending a lot of time trying to work out how to do 
the work and, therefore, not being open to being flexible enough to the client. That’s a huge 
risk. (Interviewee B.1)  
Thus, one big risk is that the organization does not know what is needed in order to 
carry out a process. Again, the intimate connection to the properties of uncertainty 
with regard to process structure and required resources becomes obvious. 
The Property of Creative Potential 
While creativity-intensive processes are linked to both creative and operational risk, 
they also exhibit a certain creative potential. The property of creative potential de-
notes the capacity of a certain process to diverge from the status quo and to produce 
truly creative (novel and purposeful) products. The creative potential is influenced by 
a number of contextual factors, including the level of requirements specifications, 
available resources, and latitude granted by creative supervisors. It varies on a di-
mensional range from low to high. Very clear directions from the client, for example, 
may reduce the creative potential of a process: 
I have to try and understand what the client wants and sometimes it becomes less creative if I 
have a very, very clear brief. (Interviewee C.2) 
It is important to note that low levels of creative potential do not necessarily imply 
that the end product is not creative. In some cases the creativity may have happened 
before (on the client’s side, for example). However, the creativity that is enacted 
within the creative organization may then be very low. The creative potential (or 
level of creativity) of a process therefore denotes the creativity from the creative or-
ganization’s viewpoint. The following comment that was made by a design coordina-
tor from Organization C illustrates this: 
They [artists] still need to be creative to understand what the director’s vision is. And also to 
come up with some other ideas that might enhance that. But the reality is that they have been 
given a task, the director has it in mind; They say, “enact that like that.” (Interviewee C.3) 
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The property creative potential refers to the organizational perspective as opposed to 
the individual perspective. From an individual viewpoint a certain task (for example 
lighting a particular scene) may be incredibly creative. From an organizational view-
point however, this particular creative act may only pertain to one aspect of the crea-
tive product and thus, may not have significant impact on the degree of novelty or 
originality of the overall output. Interviewee C.1, for example, distinguished different 
levels of creativity-intensive processes, which he called “concept level,” “design 
level,” and “crafts level.” These levels refer to different types of tasks with different 
impact on the overall process. 
Tab. 6.3 provides an overview of the above introduced properties. 
Tab. 6.3:  Properties of the category creativity-intensive process (3#3) 
Property Description Open codes 
Creative risk Creativity-intensive processes are characte-
rized by creative risk. This property denotes 
the probability of the occurrence of an un-
wanted consequence which is mainly due to 
uncertainty with regard to outcome and differ-
ent subjective perceptions of this outcome. 
Creative risk varies on a dimensional range 
from low to high. 
Changing mind, client dissatisfac-
tion, conflict situation, generating 
no outcome, lack of approval, 
lack of communication, no ob-
vious metric of completion 
Operational 
risk 
Creativity-intensive processes are also charac-
terized by operational risk. This property de-
notes the probability of the occurrence of 
process-related errors, such as a mismatch 
between the requirements of the creative 
product and the creative organization’s capa-
bilities. This risk is mainly caused by uncer-
tainty with regard to outcome, process struc-
ture, and required resources. Operational risk 
varies on a dimensional range from low to 
high. 
Exceeding time and budget, get-
ting caught focusing on execution, 
mismatch between requirements 
and capabilities 
Creative 
potential 
Creativity-intensive processes have a certain 
creative potential. This creative potential de-
notes the processes’ capacity of generating 
products that are truly creative, that is, charac-
terized by high degrees of novelty or originali-
ty. The creative potential of a creativity-
intensive process varies on a dimensional 
range from low to high. 
Level of creativity, open end, 
space for exploration, creativity 
constraints 
In summary, creativity-intensive processes are characterized by uncertainty with re-
gard to outcome, process structure, and require resources, as well as knowledge-
intensity, collaboration-intensity, and communication-intensity. They are further 
linked with operational and creative risk. Moreover, creativity-intensive processes 
exhibit what can be referred to as a creative potential. The factors that shape the 
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process and cause dimensional variations of the properties are explained in the sub-
sequent sections as well as in chapter 7 where the relationships between the catego-
ries are explained and an integrated theoretical scheme is introduced. 
6.3 Categories Providing the Organizational Context 
The coding paradigm as well as the sensitizing device advocated the researcher to 
particularly consider the context of the processes under investigation. Each of the 
following categories is part of the context of a creativity-intensive process. Each cat-
egory thus refers to a given phenomenon and can be linked to the creativity-intensive 
process as the core category of this research. They are an “abstract representation of 
an event, object, or action/interaction” (Strauss & Corbin, 1998, p. 103).  
The data analysis revealed three roles as being salient in the context of the investi-
gated business processes: artists, creative supervisors, and clients. Moreover, it be-
came clear that certain constraints, the IT context, as well as the creative product are 
part of the complex environment in which creativity-intensive processes are carried 
out. 
6.3.1 Roles 
The roles of the artist, creative supervisor, and client are rather complex concepts. 
For each of these categories a set of properties was identified that bring variation to 
it. It was decided to conceptualize at the level of roles rather than that of traits and 
abilities, for example, as it was hoped this would lead to parsimonious theory with a 
limited number of concepts with great explanatory power. Moreover, the concept of 
roles is commonly understood and accepted in the BPM discipline. 
6.3.1.1 Artist 
There are different people who act creatively within creativity-intensive processes. 
Examples include producers, offline editors, and VFX artists. These people share 
different properties such as creative skills or motivation. They act in the role of what 
is epitomized by the category artist. Artists collectively carry out business processes 
in order to generate creative products. Tab. 6.4 shows some open codes that led to 
the formation of this category. Evidence for these codes was found both in interview 
data and in process models. The analysis of process models helped to understand 
when within the process artists are involved, what resources they require, and what 
outputs they generate. Note that, in the course of data analysis, further types of artists 
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were identified; however, once the category artist had emerged as being salient, 
these slices of data were drawn upon that category. 
Tab. 6.4:  Category artist: open codes 
Category  Open codes Exemplary data 
Artist VFX artist VFX artists are involved in certain tasks in process 
models from organizations B and C. Their work is 
characterized by the application of tacit knowledge on 
how to create imagery. Such imagery can be characters 
or VFX sequences which can be characterized as crea-
tive products that are both novel and purposeful. 
Editor Editors are involved in processes in organizations A 
and C. Editors carry out the creative tasks of offline-
editing and online-editing.  
Sound editor Sound editors could be identified in the process models 
from organizations A and C. Sound editors contribute 
creatively to the process of post-production by devel-
oping the sound mix that complements the images. 
Compositor A compositor is a more specialized notion of a VFX 
artist. Compositors are responsible for combining sepa-
rate images or elements (both computer-generated and 
live-action) in order to form a single image. 
The data suggested that artists carry out tasks that are both characterized by divergent 
and convergent thinking and often rely on tacit knowledge with the purpose of gene-
rating creative products. Fig. 6.4 provides an exemplary extract from a process model 
from Organization A that shows the involvement of artists. The editor is an artist 
who carries out the offline editing, which is a creative task. In doing so, she makes 
use of the resource Avid Editing Suite, which is a particular IT system. The output of 
this creative task is a creative product, a so-called edit decision list (EDL). Thus, 
editors act creatively as they produce an outcome which is both novel and purpose-
ful. In the following editorial review, besides the editor, a producer, the director, and 
the investor are involved. In this case, producer, director, and investor are clients of 
the post-production house, who are involved in approving or disapproving the crea-
tive product.  
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Fig. 6.4: The category artist in process models (Process model from Organiza-
tion A) 
In the following, properties are introduced that give the category artist variation. 
These properties are process expertise, creative skills, working style, motivation, cre-
ative agenda, location, and understanding of requirements of the creative product. 
Evidence for these properties was mainly derived from the semi-structured inter-
views. 
The Property of Process Expertise 
The property of process expertise epitomizes skills such as the ability to assess a 
process, the ability to break problems down, and the ability to carry out a process 
(these are all codes that emerged from the data analysis). The ability to assess a 
process refers to assessing how long it takes to carry out a certain task and what is 
needed (resources, procedures) to do so. The ability to break problems down is rele-
vant in order to identify parts of a complex problem that can be solved separately 
before it is put together again. The ability to carry out a process refers to technical 
capabilities that are required to use a certain tool, for example. In the above example 
(Fig. 6.4) the artist must be capable of using the software tool Avid Editing Suite. As 
will be discussed later on in detail, this ability can help to reduce both operational 
and creative risks that are linked to a process. The following quote is a good example 
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for what respondents said about the ability to assess a process and its relationship to 
risk: 
It’s a complete skill to know how long it takes you to do something, you know. And there are 
some great artists who can’t. And one time they might […] be able to do something in a day, 
and next time it takes a month. And they may be the best artists in the building. But what 
happens is, on certain tasks, you may not want that. If there’s a person who always comes in 
within ten days, and you just know it, like they know they can do it in ten days, that is a better 
option, because the risk is lower. (Interviewee B.2) 
The CEO of Organization B commented about what is epitomized as the ability to 
break problems down. Particularly in VFX production this is important as the organi-
zation is often faced with quite complex tasks that consist of different interrelated 
processes: 
If I said, “create an asteroid,” in itself that is a large problem; but you can sit down and say, 
“well ok, we need to [...] break it down into problems that we can solve and then pull it back 
together.” (Interviewee B.1) 
The same respondent talked about what has been conceptualized as the ability to car-
ry out a process: 
When you are trying to solve a creative problem, often one of the most advantageous things 
to have is somebody who has solved problems similar to that before. I mean you’ll never 
have a problem that’s the same by its nature, but you can have done similar things before, 
which massively reduces the amount of time you have to spend in the early stages, sort of try-
ing to seek out what it is that you are doing. (Interviewee B.1) 
In this paragraph there is also a strong assertion that there is a close relationship be-
tween experience and the ability to carry out a process. The respondent also affirmed 
that a lack of ability to carry out a process – which is often due to a lack of expe-
rience – can impact the operational risk associated with that process: 
There are certain tasks which, if you don’t have a certain level of experience or capability 
you just won’t to be able to do. (Interviewee B.1) 
The required process expertise also highly depends on the task. Within VFX produc-
tion, for example, there are different roles such as compositors or animation artists 
who have different skill sets. In some cases, the same person may be capable of ful-
filling different roles, in others not. It became evident that expertise in a certain area 
is often bound to particular people the whole organization relies on. Creativity-
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intensive processes are characterized by the application of tacit knowledge. The fol-
lowing excerpt from an interview with a VFX supervisor from Organization B (In-
terviewee B.3) exemplifies that this concentration of expertise can become critical 
when such a person is not available: 
Respondent “We may have someone that’s incredibly talented in what they do, but they are 
the only one. So when they go on vacation, guess what?” 
Interviewer: “They go and no one else can do the job.” 
Respondent: “No, they don’t go on vacation then [laughs]. So either one of those situations 
is really, really bad.” 
This effect is further nurtured by the involvement of freelancers; the film industry 
(and in particular the three case organizations) are characterized by a lot of freelanc-
ing work. 
The Property of Creative Skills 
The property of creative skills refers to a person’s ability to generate products that 
are both novel and purposeful, as well as a person’s capability of aesthetically judg-
ing a product. The concept integrates codes such as the ability to see, aesthetic judg-
ment, and creativeness. While the above introduced property of process expertise 
describes the prerequisite to enact a process, high process expertise is not necessarily 
associated with high quality and originality of the creative product. The following 
comment exemplifies how creative skills impact on the process: 
Some people would just get a skeleton and the library and modify, other people would make a 
fantastic skeleton that does all sorts of amazing things and that’s creative and that’s not. So 
the same task in two different people’s hands is different. So it changes […] depending on 
how you solve the thing. That’s why some of those things are creative or not. (Intervie-
wee C.2) 
The creative skills of different creative people differ largely. The CEO of Organiza-
tion B provided the following answer when he was asked for important abilities of 
artists who work in VFX production: 
The ability to see. You know, actually have an eye for what is good and what looks good. An 
aesthetic judgment. We call it “an eye,” but, an aesthetic judgment is very important. (Inter-
viewee B.1) 
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In this comment it becomes clear that the ability to judge is a crucial ability. The data 
further indicated a close relationship between a person’s knowledge and her ability 
of acting creatively. High levels of experience and knowledge are conducive to a 
person’s ability to act creatively. As indicated earlier, being creative often means to 
build upon products that have been generated previously. 
The Property of Working Style 
Different artists in the case organizations can be characterized by varying working 
styles (property working style). It became apparent that the differences in working 
style are one reason for high levels of uncertainty with regard to process structure 
and required resources of creativity-intensive processes. Put simply, different people 
will solve the same problem in different ways. The following comments are typical 
for those that arose with regard to different working styles: 
Especially creative people, will have their own preferences of how they want to work. But the 
thing is, after a while, you just learn that even that has a pattern to it. (Interviewee B.3) 
and 
Some people are more technically focused and they like the details […] while other people 
like to do it in a bit looser and organic way with less structure. (Interviewee A.3) 
When saying that people have their own preferences of “how they want to work,” 
this VFX supervisor suggested that the processes look differently, depending on the 
people who carry them out.  
Motivation 
In order to motivate artists, creative supervisors try to challenge them creatively. 
Even though there are tasks that are generally perceived as transactional and repeata-
ble, organizations try to ensure that there is a mix of this kind of work and truly crea-
tive work. Motivation is a property of the category artist that varies on a dimensional 
range from low to high. A respondent from Organization C said: 
So, for example, if someone knows that they are not working on a big box office hit, because 
we have to do all kinds of work here, that sometimes has a bit of an impact on their motiva-
tion. And some people don’t care. (Interviewee B.3) 
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Creative Agenda 
The property of the creative agenda conceptualizes the artist’s desire to act creative-
ly. The following quotes are typical for the comments made by the respondents with 
regard to an artist’s creative agenda: 
I think you want those creative persons to fulfill their own expectations. I think you need them 
to. Because that’s why you are asking them to be part of the project. (Interviewee A.2) 
and 
Everybody has their own creative agenda. They are trying to push sometimes on their job; so 
you have to try and stem that somehow; you have to give people latitude to be creative, but 
not that creative that everybody is driving a project in different ways and it falls over. (Inter-
viewee C.2) 
It became also apparent that there is an intimate connection between an artist’s crea-
tive agenda and that person’s motivation. If artists are given the opportunity to pur-
sue their personal creative agenda, while simultaneously working towards the 
project’s goals, this can foster their motivation. 
The Property of Location 
Particularly organizations B and C often work on processes where artists are geo-
graphically distributed. Being VFX and post-production companies, they contribute 
to larger film projects where they cooperate with a studio that, in many cases, is lo-
cated in a different city, in some cases even on a different continent in a different 
time zone. As will be discussed later on in detail, the geographical distribution of 
involved organizations impacts on communication strategies and brings particular 
challenges to processes that rely on creativity. In order to deal with the challenge of 
geographical distribution, the case organizations have developed IT-supported strate-
gies that allow for rich, visual communication. In the creative industries digital arti-
facts are generated that often have to be distributed to collaborating creative people 
and organizations. It is possible to roughly distinguish between co-location and geo-
graphically distributed location. A producer from Organization A made the following 
comment with regard to what was conceptualized by the property of location: 
The most successful kind of creative partnerships I think are done face-to-face. But often on a 
project you won’t be face-to-face. (Interviewee A.2) 
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Understanding of Requirements of the Creative Product 
When artists act creatively they do this in response to the requirements of a creative 
product that are commonly conveyed by a client and often mediated by a creative 
supervisor. Due to the product’s creative nature, it is not possible to unambiguously 
specify all requirements. Certain qualitative aspects of the product are not known in 
advance. Consequently, the basis for the creative accomplishment of an artist is her 
understanding of the requirements of the creative product. The data suggested that 
often the artist’s understanding of these requirements differs from the client’s and the 
creative supervisor’s. For example: 
And you’ll notice that the designers always see things completely differently from each other. 
Even if somebody’s initial ideas are similar, the way that they actually physically design it 
and put it together is always very different. (Interviewee C.3) 
Tab. 6.5 details the category artist by providing an overview of the above introduced 
properties. 
Tab. 6.5:  Properties of the category artist 
Property Description Open codes 
Process exper-
tise 
The property of process expertise refers to a 
person’s capability of assessing, breaking 
down, and carrying out a certain process. 
Ability to break problems down, 
ability to carry out a process, 
ability to assess a process, expe-
rience, capability, creative prob-
lem solving 
Creative Skills The property of creative skills refers to a 
person’s ability to generate products that are 
both novel and purposeful, as well as a per-
son’s capability of aesthetically judging a 
product. 
Ability to see, aesthetic judgment, 
creativeness, experience, having 
an eye, creative problem solving 
Working style Different artists may solve the same problem 
in different ways which contributes to uncer-
tainty with regard to outcome, process struc-
ture, and required resources. 
Preferences 
Motivation In order to motivate artists, creative supervi-
sors try to ensure that they are challenged 
creatively. Even though there are tasks that 
are generally perceived as transactional and 
repeatable, organizations try to ensure that 
there is a mix of this kind of work and truly 
creative work. 
Being attached to a project, feel-
ing happy, negative criticism 
Creative 
agenda 
Refers to the artist’s desire to pursue certain 
creative goals that match their sense of aes-
thetics and creativity. 
Craving for creativity, fulfilling 
personal expectations, desiring a 
free reign 
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Property Description Open codes 
Location Pertains to the geographical location of artists 
which impacts on communication strategies. 
At a high level it is possible to distinguish 
between co-location and geographically dis-
tributed location. 
- 
Understanding 
of require-
ments of the 
creative prod-
uct 
Throughout the creativity-intensive process, 
artists develop an understanding of the re-
quirements of the creative product. This un-
derstanding may differ from the client’s un-
derstanding. The understanding of the re-
quirements of the creative product varies on a 
dimensional range from vague to very de-
tailed. 
Seeing things differently, no 
objective way in defining the 
outcome, differing interpretations 
In summary, artists are characterized not only by their process expertise and creative 
skills, including their knowledge and cognitive abilities, but also by their creative 
agenda, working style, motivation, location, and understanding of requirements of 
the creative product. All these properties shape creativity-intensive processes and 
impact the way how they can be managed, including the use of IT. 
6.3.1.2 Creative Supervisor 
In all three case organizations, certain actors were identified who have roles that are 
associated with particularly high levels of responsibility for both process and prod-
uct. Exemplary codes are VFX supervisors, leads, and directors, which were drawn 
up by the category of the creative supervisor. Tab. 6.6 shows open codes that led to 
the formation of this category. 
Tab. 6.6:  Category creative supervisor: open codes 
Category  Codes Exemplary data 
Creative super-
visor 
Lead So-called leads in VFX production are accountable for 
certain artifacts or processes. For example, there may be 
character leads or sequence leads. 
VFX supervisor VFX supervisors were interviewed in both organizations 
B and C. 
Producer Producers are involved in all stages of the screen busi-
ness value chain. Producers can be creative supervisors 
in post-production, for example. 
Team leader The notion of a team leader was used by respondents as a 
general term referring to different supervisors, such as 
leads, or VFX supervisors. 
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Creative supervisors coordinate various artists and report to a client. Often there is a 
hierarchy of creative supervisors. Evidence for such a hierarchy was found in all 
three organizations. A producer described the role of the creative supervisor as fol-
lows: 
There is always a stakeholder above them [artists], someone who’s got to report to a client 
or report to a distributor. (Interviewee A.2) 
Creative supervisors are usually artists themselves. They need to be able to evaluate 
creative products and to stimulate creativity. However, they often do less creative 
work than ‘normal’ artists, as they are responsible for managing the process, which 
includes the communication with clients. Creative supervisors thus act as process 
intermediaries between clients and artists. Consequently, they hold a key role in the 
aforementioned iterative process of understanding requirements, doing work, and 
getting feedback. Fig. 6.5 illustrates the role of the creative supervisor as a process 
intermediary. 
 
Fig. 6.5: Creative supervisor as process intermediary 
The creative supervisor is responsible for receiving feedback and product require-
ments from the client, passing it on to the artists, and to deliver the product to the 
client. A VFX supervisor from Organization B described his role as follows: 
I am responsible for getting [...] feedback from the clients [...] and then I am ultimately re-
sponsible for getting the images of what we deliver from the artist to the client. (Intervie-
wee B.2) 
and 
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So […] all of us, people who aren’t working on shots, [we are responsible for] passing in-
formation back and forth, between an artist and a client, you know. (Interviewee B.2) 
The same person further pointed out that he sees another important role of the crea-
tive supervisor in making sure that that the involved actors feel comfortable: 
So you want the client to feel that you are really keen and all the artists working on it are 
keen […] and they are happy with who’s actually doing their work. (Interviewee B.2) 
and 
You want the artists to feel that the client respects them and their work, and they feel part of 
working on a good project, delivering good stuff to a client. (Interviewee B.2) 
Thus, there is a close relationship between the properties of collaboration-intensity 
and communication-intensity of the category creativity-intensive process and the role 
of the creative supervisor. As processes become more complex and are increasingly 
characterized by the occurrence of differing subjective opinions, they require process 
intermediaries. On the contrary, those processes with low collaboration do not re-
quire creative supervisors. A VFX supervisor from Organization B said: 
If there is one client and one artist, you don’t need somebody like me. (Interviewee B.2) 
As process intermediaries, creative supervisors have to make sure that the creative 
organization understands the client vision (open code) of a creative product; i.e. crea-
tive supervisors must understand the requirements of the creative product by them-
selves and pass these on. They are responsible for creating a mutual understanding 
between the creative organization and the client. This process involves matching the 
organization’s capabilities and available resources with the client’s expectations, so 
as to mitigate operational risk. In doing so, the creative supervisor communicates 
both with the client and with artists within the creative organization. Strategies that 
are used in order to pursue these purposes will be discussed later in this chapter. 
Evidence for the category of the creative supervisor was derived both from semi-
structured interviews (as has been exemplified by quotes), and from the analysis of 
process models. In the process model shown in Fig. 6.4, for example, the producer is 
a creative supervisor who manages the process and acts as an intermediary between 
editor, director, and investor. 
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In the following, those properties are introduced that give the category creative su-
pervisor variation. These are accountability, supervising expertise, and the under-
standing of the requirements of the creative product. 
Property of Accountability 
Creative supervisors must consider both operational and creative process perfor-
mance. As there are usually different creative supervisors involved in a project, their 
responsibilities vary. A creative supervisor may be responsible for a certain process 
or section of a process. Organization B, for example, distinguishes different types of 
so-called leads with regard to the scope of their accountability. There are character 
leads, sequences leads, etc. A creative director described this accountability as fol-
lows: 
So we have groups working on different jobs and they always make sure there is somebody 
who has the final say. (Interviewee C.2) 
A more general statement with regard to the hierarchy of supervisors was made by a 
producer from Organization A: 
I think you’ve got different stakeholders. I think […] often in that chain of events you will 
have different people that are responsible for various elements, but they are often reporting 
back to a director or back to a producer. (Interviewee A.2) 
Accountability was often interpreted as being rather flexible. For example, creative 
supervisors aim at passing accountability down. The following quote exemplifies 
this: 
What happens is, you pass the accountability down. […] I like people to be accountable for 
their own stuff, so what you do is to set up a really good schedule […]. If they have to do a 
certain task or shot, they know in how many days they have to do it. So they become account-
able to do that. (Interviewee B.2) 
Supervising Expertise 
The concept of supervising expertise of the creative supervisor epitomizes the crea-
tive supervisor’s abilities in managing a creativity-intensive process. It became noti-
ceable that, in many cases, artists with particularly high levels of expertise become 
creative supervisors. What has been written in the previous section on the artist’s 
abilities therefore holds for the creative supervisor as well. However, the supervisor 
does not necessarily need to have detailed knowledge about certain procedures that 
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are carried out within the process. Creative supervisors rather need the ability to 
break processes down, the ability to see, and the ability to assess a process (codes 
that were drawn up by the property supervising expertise). Moreover, they need to 
have what can be referred to as high people skills (open code). Creative supervisors 
have to manage both creative individuals and creative groups/teams. Thus, they need 
to constantly motivate creative people to be (more) creative. They seek to find a bal-
ance between assigning ‘boring’ jobs with little creativity and very creative jobs to 
creative people, so as to foster their motivation. A VFX supervisor from Organiza-
tion B, for example, expressed the difficulty of assessing and picking the right people 
for a job: 
It’s really hard and I guess that you mix technical and artistic,[…] it’s hard to mix that and 
like it’s just […] in hiring and then figuring who’s going to work on your teams and stuff. 
You know, it’s sort of a skill to pick those people, you know. But it’s difficult, you know, it’s 
difficult stuff that we do. (Interviewee B.2) 
A respondent from Organization C emphasized the creative supervisor’s role in what 
was coded under the labels of making people feel comfortable and motivating people: 
And sometimes you have to help them understand or make them feel that they have thought of 
it themselves […] that’s the thing, I think that nobody would do a job like this, if they didn’t 
have that ability, I don’t think. (Interviewee C.2) 
Another facet of a creative supervisor’s expertise is their communication or negotia-
tion skills. A producer from Organization A expressed this as follows: 
And that’s usually managed with the key stakeholders; those decisions are made between a 
director and a producer or an editor, or a director, producer and a client […]. If you’re deli-
vering the product to someone, that person has every right to say any point along that chain 
“I want to come in and approve it.” And then it’s the negotiation skills of the producer to 
kind of encourage or discourage them from coming in. It’s about trust, too. (Interviewee A.2) 
Understanding of the Requirements of the Creative Product 
Alike artists, creative supervisors develop an understanding of the requirements of 
the creative product. Usually, creative supervisors directly interact with the client. 
Due to the product’s creative nature, the creative supervisor’s understanding of the 
requirements can differ from the client’s understanding of the requirements. A crea-
tive supervisor from Organization C described his role in the process of understand-
ing the requirements as follows: 
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If you are thinking about the customer you have to – or I have to, I have to try and under-
stand what the customer wants and sometimes it becomes less creative if I have a very, very 
clear brief. (Interviewee C.2) 
Tab. 6.7 details the category of the creative supervisor by providing an overview of 
the above introduced properties. 
Tab. 6.7:  Properties of the category creative supervisor 
Property Description Open codes 
Supervising 
expertise 
Refers to how well a creative supervisor is capable 
of recognizing what process is appropriate to what 
situation and what client. Creative supervisors in 
the case organizations have to know who should 
be involved in a process at what point in time, how 
teams should be designed etc. The expertise varies 
on a dimensional range from novice to very expe-
rienced. Another facet of a creative supervisor’s 
process expertise is their people skills. Creative 
supervisors need to have good people skills to 
motivate creative people to be (more) creative. 
Because some jobs in the case organizations do not 
require much creativity, creative supervisors have 
to find a balance between assigning relatively non-
creative jobs and very creative jobs to creative 
people, so as to foster their motivation and thus 
their creativity. Creative supervisors are generally 
perceived as having high people skills. 
Communication skills, ex-
perience, negotiation skills, 
people skills, unintrusivness 
Accountability Creative supervisors are responsible for both 
process and product. Thus, they consider both 
conventional and creative process performance. As 
there are usually different creative supervisors 
involved in a project, they have varying responsi-
bilities. Usually, a creative supervisor is responsi-
ble for a certain process or section of a process. 
Creative control, financial 
accountability, having the 
final say, level of the hie-
rarchy, making final deci-
sions, making sure that 
creative objectives are 
being hit, reporting back, 
responsibility, passing ac-
countability down 
Acting as 
process inter-
mediary 
Creative supervisors have a crucial role in building 
the interface between client organization and crea-
tive organization. 
Enabling people, getting 
feedback from clients, inter-
face to client, mediating 
between client and artist, 
mediating different creative 
points of view, passing 
information back and forth, 
passing on information, 
delivering to the client 
Understanding 
of the re-
quirements of 
the creative 
product 
Creative supervisors develop a certain understand-
ing of the requirements of the creative product. 
The understanding of the requirements of the crea-
tive product varies on a dimensional range from 
vague to very detailed. 
Differing interpretations, no 
objective way in defining 
the outcome, understanding 
what the client wants 
Study Findings: Categories – 137 – 
6.3.1.3 Client 
Processes in the case organizations are not only influenced by artists and creative 
supervisors, but also clients. Clients provide initial requirements specifications for 
creative products and, therefore, can be seen as the raison d’être for creativity-
intensive processes. In most cases, clients are not end-consumers, but other creative 
organizations. A VFX company, for example, contributes to larger projects, such as 
feature films, and the client can be a feature film studio. As clients actively contri-
bute to the creativity-intensive process, they can also be seen as creative persons. 
They are involved in the process of generating novel and appropriate products.  
The intensive involvement of clients is typical for the investigated organizations. Of 
course this is not the case in every process that relies on creativity one could possibly 
think of. An independent painter, for example, may produce for an anonymous mar-
ket and might not even know the client. In the following, the main properties of the 
category client are introduced. 
Client Expertise 
Similar to the expertise of artists and creative supervisors, the abilities of the client 
play a salient role in creativity-intensive processes. These abilities are epitomized by 
the property of client expertise. The role of the client’s expertise was asserted by 
different respondents from all three case organizations. For example: 
I mean I deal with a lot of clients and I know exactly when I can or can’t show somebody 
something, because some people are more visually literate and open to seeing something 
where I can show them something that’s a third finished and I expect them to understand 
where it’s going  and some people I wouldn’t show anything that is a third finished because I 
know they can’t make that into life. (Interviewee C.2) 
This creative director mentioned the client’s visual literacy; i.e. the client’s ability of 
assessing a visual artifact. Besides the client’s visual literacy, her level of familiarity 
with the process is relevant. Clients with good understanding of the processes that 
run on the creative organization’s side are capable of assessing what can be done and 
what it takes to do it: 
Their level of familiarity with the process is an important thing. I mean I imagine it must be 
the same for like a wine maker. You know, if you give someone a taste straight after the vin-
tage, they are going to have to know quite a lot about wine to meaningfully contribute. (In-
terviewee B.1) 
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Another relevant aspect of client expertise is their “creative ability:” 
And again, it kind of depends on really the client’s level of expertise in visual effects. But also 
their creative ability, and their creative potential as well. Because some clients are just so 
specific about what it is that they want, that they basically just say, “I want one, two, and 
three.” And it’s very clear to them. (Interviewee B.3) 
This respondent thus also referred to the level of familiarity with the process. More-
over, he talked about what he called their “creative ability” or “creative potential.” 
The way he described it suggests that high creative ability or potential enable the 
client to be more specific in describing what they actually want. 
Client Processes 
Clients may be creative (e.g. a studio that entrusts a VFX house with the generation 
of images) and non-creative organizations (e.g. a car vendor that entrusts a VFX 
house with the generation of images that are used in the latest TV commercial). Of 
course, these organizations run their own processes, which are often intertwined with 
the creative organization’s processes. The requirements for the creative product are 
thus often influenced by the processes that run on the client’s side. This can include 
technical requirements (for example, a particular technical format for a VFX shot 
may be required) and also creative requirements (for example, the style of a creative 
artifact must match the style of the artifact to which it contributes). Given that clients 
are often creative organizations themselves, their processes may also be characte-
rized by high levels of uncertainty with regard to outcome, process structure, and 
resources. Consequently, creative supervisors are required to have an understanding 
of the client processes in order to align their own processes. For example, when ge-
nerating a VFX shot, the creative supervisor must know what format is to be deli-
vered as well as when and to whom it is to be delivered. A design coordinator por-
trayed the relationship between the creative organization’s processes and the client’s 
processes as rather problematic, as there is usually a lack of knowledge about the 
client’s processes: 
Not only are you working with a variable depending on who you are working with as a de-
signer, because each designer has different strengths, but you are also working with the va-
riable of the client. You don’t know what processes are going on over there and how that af-
fects your processes, cause it will eventually do that. (Interviewee C.3) 
The concept of client processes is intended to express the interdependent nature of 
creativity-intensive processes. Creativity-intensive processes do not run in isolation; 
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they are highly intertwined with both internal and external processes. Because of 
this, creativity-intensive processes were described as being interdependent earlier. 
Location 
As the location of artists impacts on the communication strategies that are used so 
does the location of clients. Geographical distance requires other communication 
strategies than face-to-face meetings, for example. Despite the fact that this may 
seem obvious, it is of particular relevance to processes that rely on creativity; prod-
ucts in the case organizations are complex creative artifacts that require rich commu-
nication that needs to be supported by visual means. The clients of Organization B, 
for example, are often studios that are located in the United States while Organiza-
tion B is located in Australia. A producer from Organization A said the following: 
If there are people on the other side of the world it can often be done written. But the most 
successful kind of creative partnerships I think are done face-to-face. But often on a project 
you won’t be face-to-face. (Interviewee A.2) 
Client Understanding of Requirements 
When the categories of the artist and the creative supervisor were discussed earlier 
in this chapter, for both categories, the property of the understanding of the require-
ments of the creative product was introduced. The client understanding of the re-
quirements of the creative product conceptualizes the client’s point of view. It was 
conceptualized based on lower level codes such as client vision. As has also been 
maintained, in many cases the client’s, the creative supervisor’s, and the artist’s un-
derstandings of the requirements can differ. The CEO of Organization B put it as 
follows: 
Some clients have a really clear vision of what they want. Some clients have no idea what 
they want and want you to provide them with a very specific set of things. (Interviewee B.1) 
Tab. 6.8 provides an overview of properties that are shared by clients of creative or-
ganizations. 
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Tab. 6.8:  Properties of the category client 
Property Description Open codes 
Client 
processes 
Clients may be creative and non-creative organizations 
that have their own processes. The requirements for the 
creative product are influenced by the client processes. 
These can include technical requirements (for example, 
a particular format may be required) and also creative 
requirements (for example, the style of a creative arti-
fact must match the style of the artifact to which it 
contributes). Because clients are often also creative 
organizations, there can be a high level of uncertainty 
with regard to their processes. 
- 
Expertise This concept refers to the client’s ability to express 
their requirements, to know the abilities of the creative 
organization, and to assess creative artifacts. The latter 
aspect influences at what stage the client can be in-
volved into approval processes and can also be referred 
to as their visual literacy. The expertise of a client va-
ries on a dimensional range from low to high. 
Visual literacy, visual 
knowledge, familiarity 
with the process, crea-
tive ability, creative 
potential, being able to 
meaningfully contri-
bute, understanding 
where the process is 
going 
Location The client location impacts on communication strate-
gies. Geographical distance requires other communica-
tion strategies than face-to-face meetings, for example. 
Co-location, geograph-
ical distance, face-to-
face 
Understanding 
of require-
ments of the 
creative prod-
uct  
As artists develop an understanding of the require-
ments, so do clients. Even though the client usually has 
some initial idea of what the product should look like, 
the product’s specifics and, therefore, the client’s un-
derstanding of these often become evident only when 
the product is actually generated. The client’s under-
standing of the requirements of the creative product 
may differ from the artists’ understanding. 
Client vision, creative 
input, having an idea of 
what something should 
be 
6.3.2 Constraints 
Different respondents from all case organizations asserted that, in their view, time is 
the most relevant constraint in creativity-intensive processes. Moreover, budget was 
mentioned as an important restriction of creativity-intensive processes. Obviously 
there is a close link between the budget and the time available. For example: 
A lot of the time it’s dictated by time and budget. Unfortunately, that’s just the way it is and 
as much as we like to have that whole creative process as an important core thing, it often 
doesn’t work out that way. (Interviewee C.3) 
and 
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A lot of these things are dependent on being able to spend the appropriate time at various 
stages and there are some things you can’t rush. (Interviewee B.1) 
and 
And you have to work within a certain schedule and a certain kind of timeframe and you have 
to have the ability to adapt quickly. (Interviewee A.3) 
It also became clear why time is so important to the process. In the first place, time 
allows creative persons to explore for different options. In VFX production, for ex-
ample, it is crucial to have this freedom in order to generate alternatives that can then 
be shown to the client. Thus, time allows for divergence. A VFX supervisor from 
Organization B put it as follows: 
Where it does get creative is that the artist will have ideas, and when they have enough time 
to work on a task, they do a variety of different results. (Interviewee B.3) 
Tab. 6.9 provides an overview. 
Tab. 6.9:  Category constraints 
Category Description Open codes 
Budget The budget is one of the most important resources 
that impact on the management of processes in the 
case organizations. For example, budget constraints 
limit the creative organization to a certain number 
of iterations of the creative product and also to the 
use of certain technical equipment. 
Budget constraints, lack of 
money, putting in more 
money 
Time Available time limits the options that artists can 
explore in order to generate a creative product. 
Obviously, there is a close relationship between the 
resources of time and budget. 
Spending appropriate time, 
time constraints, lack of 
time, time for creative explo-
ration, being overburdened 
6.3.3 IT Context 
IT plays a prominent role in creativity-intensive processes. The categories of know-
ledge-management systems, asset management systems, group-communication sys-
tems, workflow-related systems, and artist systems were generated in order to con-
ceptualize different types of systems that constitute the IT context of the case organi-
zations. Most evidence for these categories was derived from organizations B and C. 
One reason may be seen in the fact that Organization A as a teaching body is less 
concerned with establishing a complex IT infrastructure in order to support creative 
work than a commercial organization from the creative industries. It must also be 
noted that the above categories are thought to conceptualize those IT systems that are 
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of particular relevance to creativity-intensive processes. Of course, the case organiza-
tions also employ complex IT infrastructures that include operation systems and net-
work capabilities to transfer data etc.  
The view of the IT artifact that is taken in this research can be framed as a “tool 
view;” an “engineered artifact, expected to do what its designers intend it to do” (Or-
likowski & Iacono, 2001, p. 123). 
Knowledge Management Systems 
The category of knowledge management systems epitomizes a rather broad range of 
tools that are used by the case organization in order to store, retrieve, and transfer 
knowledge (Alavi & Leidner, 2001). Because (previous) knowledge is an important 
factor influencing creativity, knowledge management systems are used for making 
explicit knowledge available to carry out creativity-intensive processes. Organiza-
tion B, for example, uses a wiki in order to provide information on how certain tools 
can be used: 
If you need to learn how to render or [how to use] all those tools, about passing the informa-
tion back and forth, you know, if you know the name for it, you can search for it. (Interviewee 
B.2) 
Moreover, they provide a blog where employees write about problems they encoun-
ter and solutions they develop. However, it also became clear that the usage of dif-
ferent tools leads to a decentralization of knowledge. As the following comment by a 
VFX supervisor illustrates, this decentralization is perceived as a weakness: 
We are not doing enough knowledge management. I think, that’s like the next phase for this 
company, that we really need to explore. We do have wikis and people are great about put in 
information, but the big problem that I have with our knowledge management, or lack of, is 
that it’s too decentralized. (Interviewee B.3) 
The awareness that interviewees from both organizations B and C opined on not 
doing enough knowledge management further affirms the relevance of such technol-
ogies within creativity-intensive processes. 
Asset Management Systems 
In particular the data that was collected in organizations B and C suggested that dif-
ferent types of asset management systems play a salient role in creativity-intensive 
processes. The category of asset management systems epitomizes a class of software 
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systems that are used to retrieve different types of artifacts. Examples for such arti-
facts include images, film sequences, or animations. It became evident that asset 
management systems can be used to facilitate the process of understanding the re-
quirements of the creative product, as well as the generation of the product itself 
through the re-use of artifacts that have been generated previously. In the process of 
understanding the requirements, existent artifacts are often used in order to support 
communication by getting reference to what has been done previously. This also 
means to cognitively stimulate both creative people and clients by providing new 
options and potential associations. In the following quote a respondent from Organi-
zation C explained how asset management is used: 
As we do jobs, and we need to get reference and people say “oh, have you seen that ad that 
Car Company A [company name changed] did”, or whatever, we get the ad, we put it in […] 
a reference library, and you can put it under “cars” or whatever. (Interviewee C.3) 
This is congruent with the awareness that being creative in many cases means to put 
together artifacts that have been created previously. For example, the CEO of Organ-
ization B said that  
The ability to draw upon past assets is very valuable. (Interviewee B.1) 
A creative director from Organization C made a similar comment by saying that 
Creativity can still be drawing together other things that have been quite pre-determined, 
you know, but putting them into a new arrangement. That’s the same as creativity as well. 
Everything you draw on, everything I draw on in my creativity comes from somewhere. So 
it’s already been created somewhere. (Interviewee C.2) 
Group Communication Systems 
In most cases, different creative and non-creative actors are involved in creativity-
intensive processes. Thus, communication between artists, non-creative persons, cre-
ative supervisors and clients is essential. Particular challenges arise from geographi-
cal distribution, which is typical for processes in the creative industries. The category 
of group communication systems epitomizes those IT systems that aim at facilitating 
communication among actors (artists, creative supervisors, and clients) that are in-
volved in creativity-intensive processes. 
Creativity-intensive processes require what respondents called “rich” communica-
tion. One example for such a software tool that enables “rich” communication is 
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Communicate6. Communicate is used in Organization B. The software allows two 
parties (e.g. client and creative organization) to simultaneously watch a Quicktime 
video7, stop the Quicktime video at any point in time and draw in the still picture. 
Such means of communication were considered to be more powerful than written 
feedback or speech. In the following paragraph a respondent from Organization B 
explained the value of Communicate: 
Our software company sells this tool called Communicate, which is a synchronized Quick-
time player, which by its nature is pretty simple. But we get quotes from all sorts of people 
working on the biggest Hollywood films, basically saying “I don’t know how I could have 
made this film without a tool like this, because it enables us to communicate in a way that’s 
so much more powerful than on phone.“And all it really is, is the ability to draw an image 
together. It’s a very simple technical problem, but it allows a richness in communication that 
makes the whole process more effective. (Interviewee B.1) 
Workflow-related Systems  
The category of workflow-related systems epitomizes a broad class of systems that is 
aimed at supporting the execution processes. This understanding is much broader 
than that of typical workflow definitions (e.g. Oberweis, 2006; v.d.Aalst & van Hee, 
2002). Different systems and tools such as task lists and job tracking systems are 
used to support processes in the case organizations. For some tasks, such as the pro-
duction of VFX, highly specialized systems are used to support artists in conducting 
various steps of the process. The main purpose of such systems and tools is seen by 
giving people more time to be creative by supporting repetitive and well-structured 
parts of creativity-intensive processes, while simultaneously handling the complexity 
of artifacts (particularly in VFX production and animation, sequences consist of hun-
dreds of artifacts): 
The better a company is in like making those tools, not as, you know, painful, then people 
have more time to do creative stuff. (Interviewee B.2) 
However, no comprehensive process support for entire processes is used, which is 
due to the high demand for flexibility in creativity-intensive processes. These tend 
not to have a pre-determined process flow and are characterized by many possible 
exceptions. 
                                                          
6  Due to confidentiality reasons the name has been changed. 
7  Quicktime is a platform for playing multimedia contents that was developed by Apple Inc. 
(www.apple.com/quicktime) 
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Artist Systems 
Within creativity-intensive processes, all three case organizations use what is epito-
mized by the category of artist systems. Artist systems are tools that are used by 
creative people in order to generate creative artifacts. A VFX supervisor from Or-
ganization B said: 
And then, there are software tools that do the creative bit and then there are file system tools 
and everything. (Interviewee B.2) 
For example, in organizations A and C so-called editing-suites are required in order 
to generate the edit of a film or TV commercial. Organization B uses tools for 2D 
animation, 3D animation, and rendering, for example. One interesting aspect that was 
mentioned is the role that artist systems play with regard to the iterative nature of 
creativity-intensive processes. One main benefit in the efficient use of systems (“how 
quickly you can get an image out”) was seen in the ability to have higher numbers of 
iterations:  
And it’s just about removing all the things that get in the way. And so, be it sort of data tools, 
like how you get something transferred across the net to them, or be it generation tools, like 
how good our artist tools are at creating images, on how efficient our rendering processes 
are, all of those contribute to how quickly you can get an image out. (Interviewee B.2) 
As the following quote illustrates, higher numbers of iterations are perceived as lead-
ing to a “better and richer” process with the client: 
From our point of view, what IT does is, it enables us to more rapidly generate images to test 
out our theories. […] When we have things well set up and are ready to work on things, we 
are always focusing on the iteration time that it takes from an idea to an image. The shorter 
that is, the better and the richer the process can be with the client. They tell us we get back to 
them, then we can iterate. (Interviewee B.1) 
Tab. 6.10 provides an overview of the five types of systems that were identified as 
being of particular relevance in creativity-intensive processes. 
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Tab. 6.10:  Category IT Context 
Category Description Open codes 
Knowledge man-
agement systems 
Because (previous) knowledge is an impor-
tant factor influencing creativity, knowledge 
management systems are used for making 
explicit knowledge available to carry out 
creativity-intensive processes. This implies 
the use of tools to locate and interpret know-
ledge. 
Accessing documentation, 
blogging, organizing informa-
tion, populate the knowledge 
base, search engine, shared 
ontology, understand how 
other people solved problems, 
wiki, decentralization of 
knowledge, searching for 
information 
Asset manage-
ment systems 
Asset management systems can be used to 
facilitate the process of understanding the 
requirements of the creative product, as well 
as the actual work. In the process of under-
standing the requirements, existent artifacts 
can be used to support communication by 
showing what has been done before and what 
could be done. This includes cognitively 
stimulating both creative people and clients 
by providing new options and potential asso-
ciations. In many cases being creative means 
to put together things that have been done 
before.  
Free texture sites, getting 
reference, Google search, 
Internet, reference library, 
drawing on existent assets 
Group communi-
cation systems 
In most cases, different creative and non-
creative actors are involved in creative tasks. 
Thus, communication between artists, non-
creative persons, creative supervisors and 
clients is essential. Particular challenges 
arise from geographical distribution, which 
is typical for processes in the creative indus-
tries. 
Communication channels, 
dissemination of feedback, 
enabling iterations, richness 
in communication 
Workflow-related 
systems 
Different systems such as task lists are used 
to support processes in the case organiza-
tions. For some tasks such as the production 
of VFX, highly specialized systems are used 
to support artists in conducting various steps 
of the process. The main purpose of such 
systems is regarded as giving people more 
time to be creative by supporting repetitive 
and well-structured parts of creativity-
intensive processes, while simultaneously 
handling the complexity of artifacts (particu-
larly in VFX production and animation, 
sequences consists of hundreds of artifacts).  
Job tracking system, process 
support, providing deadlines, 
providing templates, schedul-
ing, task lists, tracking the 
process, giving people time to 
be creative, ticketing system 
for technical support 
Artist systems Within creativity-intensive processes, the 
case organizations use what can be epito-
mized by the category of artist systems. 
Artist systems are tools that are used by 
creative people in order to generate creative 
artifacts 
Computer-aided design, edit-
ing suite, 2D modeling, 3D 
modeling, graphics editor, 
rendering 
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6.3.4 Creative Product 
The category of the creative product is a conceptualization of the outputs of creativi-
ty-intensive processes that are characterized by novelty and appropriateness (com-
pare chapter 2.4.1 on the main characteristics of creativity). Examples from the case 
organizations include animations, VFX sequences, EDLs, sound effects, etc.  
Creative products are so-called process-oriented business objects (Becker & Kahn, 
2003) in business processes. They are generated collectively by artists. Creative 
products are designed for a client. Often a creative product (such as a VFX shot) is 
part of a more complex product (such as a feature film). Therefore, the requirements 
of the creative product are determined by its utility to contribute to a more complex 
product. The spider that was introduced in chapter 4, for example, may be placed in a 
setting that results from a live-shot and thus become part of a bigger creative product. 
The creative product was conceptualized as a contextual factor as it shapes the crea-
tivity-intensive process in different ways. However, the creative product has a partic-
ular role: it is both the raison d´être and the output of creativity-intensive processes. 
In a highly iterative process of understanding the requirements, clients and creative 
organizations create a mutual understanding of the requirements of the creative prod-
uct. The creative organization then implements their understanding of the creative 
product, resulting in an intermediate creative product, which can then be reviewed.  
Consequently, the requirements of the creative product were not conceptualized as a 
property of the category creative product, but as a property of the categories artist, 
creative supervisor, and client that ‘have’ an understanding of the requirements of 
the creative product (compare chapters 6.3.1.1, 6.3.1.2, and 6.3.1.3). There is usually 
no objective way of describing these requirements. 
In the following, the main properties of the category of the creative product are in-
troduced. These are intermediate product specifics, final product specifics, and quali-
ty. 
Intermediate Product Specifics 
As has been maintained, creativity-intensive processes are characterized by uncer-
tainty with regard to process outcome. Consequently, the actual specifics of the crea-
tive product are not known until the process is completed. The creative product is 
thus reviewed throughout the process. Since its specifics are exposed to subjective 
opinions of different involved stakeholders, the current specifics at any point in time 
must be seen as intermediate. 
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Final Product Specifics 
The intermediate product specifics become the final product specifics once no addi-
tional iterations are needed. In processes of case organizations, products are even-
tually signed off. When a product is signed off its specifics are not altered anymore. 
Quality 
Creative products have to meet both technical and creative requirements. The crea-
tive quality can be measured by the novelty and appropriateness of the product. 
However, the perception of creative quality is highly subjective. Interviewee C.3, for 
example, said that:  
Everybody absorbs and processes things like music or visual stimuli differently. (Intervie-
wee C.3) 
Thus, the ultimate measure for creative quality is client satisfaction. Interviewee B.3 
touched this point when he said: 
What we are trying to make sure is that every step of the way we are addressing is what the 
client wants. (Interviewee B.3) 
In addition, at least two different dimensions of the quality can be distinguished: 
technical and creative. This has also been asserted by the process models which ex-
hibit that there are technical reviews (often referred to as quality assurance) and crea-
tive reviews (both types are described later in this chapter). 
Tab. 6.11 provides an overview of the properties of the category of the creative 
product. 
Tab. 6.11:  Properties of the category creative product 
Property Description Open codes 
Intermediate 
product 
specifics 
Creative products often undergo a number of 
intermediate steps until they are finalized. 
Getting an image out quickly, 
not leaping to the solution too 
soon, testing out 
Final prod-
uct specifics 
The intermediate product specifics become the 
final product specifics once no additional itera-
tions are needed. 
Getting something subjective 
final, signing off 
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Property Description Open codes 
Quality Creative products have to meet both technical and 
creative requirements. Thus, creative and technic-
al quality can be distinguished. The creative 
quality can be measured by the novelty and ap-
propriateness of the product. Generally, the quali-
ty of a creative product varies on a dimensional 
range from low to high. 
Measuring product quality, 
novelty, perceived creative 
quality, subjectivity, technical 
quality 
6.4 Strategies in Managing Creativity-intensive Processes 
Process managers in creative environments apply and combine various strategies in 
order to manage their processes. As a consequence, managing creativity-intensive 
processes is a complex process in itself. Two subcategories of strategies play a sa-
lient role within creativity-intensive processes: strategies in communicating with the 
client and strategies in internally managing creativity. The two different fields of 
strategies in managing the processes internally and of strategies in communicating 
with the client were also explicitly mentioned by the respondents. For example, a 
VFX supervisor from Organization B said: 
So, whether it’s because the client is having a lot of difficulties, or whether they are really 
demanding, that is one area. But a lot of times you have internal difficulties as well, you have 
personality conflicts, you have technology issues where we expected that certain solutions 
were going to work in a certain way and they don’t. Or sometimes we thought we were going 
to get a certain number of machines, but it turns out that we got half of that. (Intervie-
wee B.2) 
Even though the distinction between communicating with the client and internally 
managing creativity-intensive processes emerged from the data, it is nonetheless the 
researcher’s conceptualization. Other researchers may have grouped the strategies 
differently. 
6.4.1 Strategies in Communicating with the Client 
Strategies in communicating with the client serve different purposes: first, communi-
cation with the client is essential to create a mutual understanding of requirements of 
the creative product. This includes the process of matching the requirements that are 
put forward by the client to the organization’s capabilities and available resources. 
Second, communication with the client can help to mitigate and even avoid what has 
been referred to as creative risk earlier. And, third, communication with the client is 
necessary for establishing client trust, which enables the creative organization to 
keep ownership of the creative process. Establishing such trust is important, because 
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the converse can lead to constant intervention and control, which can reduce creativi-
ty. Three subcategories of strategies in communicating with the client can be distin-
guished: understanding and refining requirements, ongoing communication, and 
approval and review. Tab. 6.12 provides an overview of the category strategies in 
communicating with the client. In the following the specific strategies are described. 
Tab. 6.12:  Strategies in communicating with the client 
Category  Subcategory Specific strategies 
Strategies in 
communicating 
with the client 
Understanding and refining require-
ments 
Creative brief, matching requirements 
with capabilities, providing stimuli, 
showing references 
Ongoing communication Showing work in progress, managing 
expectations 
Approval and review Formal approvals, temporary approv-
als 
6.4.1.1 Understanding and Refining Requirements 
Understanding and refining the requirements of the creative product means to create 
a mutual understanding between creative organization and client. Within this stage, 
(visual) artifacts, such as images or film sequences, become “part of the language” 
that is used in order to understand and refine the requirements: 
[Using visual artifacts] becomes part of the language as well, which is great, you know. They 
say: “Listen, in this movie, even if it wasn’t from the studio that we are working with, in this 
other movie, this was done, we like this effect, but this is how we want to have this […].” And 
that is a great way to work. (Interviewee B.3) 
Tab. 6.13 provides an overview of different specific strategies that creative organiza-
tions use in order to determine the requirements of a creative product. 
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Tab. 6.13:  Strategies in understanding and refining requirements 
Category (specific 
strategy) 
Description Open Codes 
Creative brief The creative brief is done upfront and is a process for 
creating a common understanding between artists and 
clients with regard to where the project is heading. 
Interestingly, it is not only about briefing the creative 
people. Creative people can stimulate the client by 
presenting alternative solutions for a creative product, 
for example. The creative brief can be seen as a strat-
egy for supporting requirements engineering in a crea-
tive way. 
Creative brief is 
an in-vivo term 
Providing Stimuli The creative organization provides stimuli to the client 
in order to iteratively generate a shared understanding 
of the project goals. As has been mentioned above, the 
strategy of providing stimuli is often combined with 
the strategy of the creative brief. 
Bouncing ideas, 
forming the client 
opinion, changing 
ideas, presenting 
alternatives 
Showing references Showing references supports the creative brief; that is, 
it helps to generate a common understanding between 
creative people and client on where the project is 
heading. Moreover, it can provide stimuli for coming 
up with truly creative ideas (while still generating a 
common understanding). 
Visual artifacts as 
part of the lan-
guage 
Matching require-
ments with capabili-
ties 
One main aspect of understanding and refining the 
requirements is to ensure that there is no mismatch 
between what is needed to fulfill the client’s expecta-
tions and the creative organization’s capabilities. Such 
a mismatch can lead to operational failure and is 
therefore associated with a high level of operational 
risk. 
Negotiating, 
steering the client, 
validating early 
6.4.1.2 Ongoing Communication 
The category of ongoing communication pertains to strategies that are closely related 
to the other two groups of strategies in communicating with the client (understanding 
and refining requirements, review and approval). In fact, determining the require-
ments of the creative product is an ongoing process that, in many instances, does not 
stop until the product is finally completed. Thus, organizations use strategies in on-
going communication, such as showing work in progress (WIP). At the same time, 
these strategies are ought to mitigate risk as they ensure that the creative organization 
is heading down the right path. Thus, ongoing communication ensures constant re-
viewing of the creative product. Tab. 6.14 provides an overview of strategies in con-
tinuous communication. 
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Tab. 6.14:  Strategies in ongoing communication 
Category (specific 
strategy) 
Description Open Codes 
Showing work in 
progress 
Showing work in progress is a means 
of continuous communication with the 
client. Clients are kept up to date to 
ensure that expectations are met. 
Showing work in progress is thus a 
means to further the mutual under-
standing of the requirements of the 
creative product. Showing work in 
progress is less formal than re-
view/approval processes. 
Showing the client as much as 
possible, making clear what 
you are trying to achieve 
Direct interaction be-
tween client and artist 
In some cases, ongoing communication 
can take the form of direct interaction 
between clients and artists. In this case, 
communication is not done through the 
creative supervisor anymore. 
Getting clarity, getting feed-
back from client, reporting to 
a client, showing the right 
things, intruding the process 
6.4.1.3 Approval and Review 
As indicated, due to varying perceptions of the creative product, there is an invaria-
ble need for approval and review. Approval processes aim to mitigate risk and to 
control the process. Approval processes include different types of people, most nota-
bly artists, creative supervisors, and clients. Evidence for the involvement of these 
groups of people could be found in the process models (compare Fig. 6.4, for exam-
ple). The strategy approval or review is a rather complex concept that can be further 
differentiated by a set of properties. For example, approvals can be face-to-face or 
distant (property communication channel), they can be final or temporary (property 
finality), they can be daily, weekly, or monthly (property frequency). With regard to 
the finality of a review, a VFX supervisor from Organization B said: 
Our client is usually a VFX supervisor on the production side or an animation supervisor 
and they actually have to get approvals from the director. So you don’t really get final ap-
provals. You almost always get feedback or you just get a temporary approval and then the 
approval comes later on. (Interviewee B.2) 
Moreover, the stakeholders involved in a review vary. This was conceptualized by 
the property of involved people. The following quote illustrates this: 
It benefits us to make sure that the people that are focused on that particular area that’s be-
ing discussed with the client are involved in the client review. But sometimes you have to 
make decisions to not include people in the client review. Let’s say that I know a client re-
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view is going to be a little bit tough and things may be said that are not necessarily positive, 
then I have to try to keep artists from being exposed to that kind of thing. (Interviewee B.3) 
As indicated, process modeling also provided strong evidence for the relevance of 
approval processes. Examples can be found in Fig. 5.4, Fig. 6.2 and Fig. 6.4. Tab. 
6.15 provides an overview of the properties of external approvals (strategy of ap-
proval and review). 
Tab. 6.15:  Properties of the strategy of approval and review 
Property Description Open codes 
Finality Often, only temporary approvals 
are given; the final approval often 
comes in later. 
Final approvals, temporary approvals, 
could be better approval 
Frequency Approvals vary with regard to 
frequency. 
Review schedule, dailies, weekly ap-
provals 
Communication 
channel 
The communication channel pri-
marily depends on the location. 
Face-to-face approvals are the 
exception. Particularly organiza-
tions B and C make increasingly 
use of digital approvals. Usually, 
approvals are facilitated by IT. 
Approval logistics, face-to-face, digital 
approval 
Involved people Approvals vary in the involved 
people. The data has shown that it 
is of high relevance who is in-
volved in a certain approval. Miss-
ing out relevant stakeholders can 
lead to additional product revi-
sions and even project failure. 
Excluding people from review, includ-
ing people involved in the creative 
process 
Tab. 6.16 provides an overview of the strategy of approval and review. 
Tab. 6.16:  Strategy of approval and review 
Category (specific 
Strategy) 
Description Open codes 
Approval and re-
view 
Approval processes are a means of en-
suring that the process meets the client’s 
requirements. Approval processes thus 
aim to mitigate risk and control the 
process. There are different types of 
approval processes. These can involve 
so-called screenings where clients, crea-
tive supervisors, and artists meet face to 
face. 
Getting clarity, getting feedback 
from client, reporting to a client, 
showing the right things, intrud-
ing the process 
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6.4.2 Strategies in Internally Managing Creativity-intensive Processes 
Creative supervisors manage the creativity-intensive process and must ensure that 
everybody works towards one goal. Managing creativity can have diverse facets, 
ranging from restricting creativity due to technical and creative constraints, to en-
couraging and motivating creative people to be more creative, as well as the delibe-
rate allocation of resources. Five major strategies in internally managing creativity-
intensive processes emerged from the study. These are task allocation and team 
building, resource allocation, managing the scope of creativity, internal reviews, and 
the internal breakdown.  
6.4.2.1 Task Allocation and Team Building 
Creative supervisors assign tasks to artists and build creative teams. In order to be 
allocated to a task, artists must have a certain level of expertise. Task allocation is 
also a means to facilitate knowledge transfer. By putting junior and senior persons on 
the same task, the organization enables the transfer of tacit knowledge. As indicated, 
particularly creative parts of a process are largely characterized by the application of 
tacit knowledge: 
We try to staff things a little bit better to just say: “You know what, you going to have to have 
someone shadowing you that you are going to learn from, and you have to disseminate that 
knowledge.” (Interviewee B.3) 
Moreover, the case organizations seek to find a balance between creatively challeng-
ing tasks on the one hand side and rather simple tasks on the other. The rationale is to 
give creative people the opportunity to follow their creative agenda, which, in turn, 
fosters motivation. 
The allocation of creative people is also a strategy that can aid risk mitigation. In 
some cases, a creative process may be close to failure and it may difficult to detect 
the cause. Bringing in someone else may constitute a solution. This further brings out 
the role of the human factor within creativity-intensive processes. A respondent from 
Organization B explained it as follows: 
There are certain tasks which, if you don’t have a certain level of experience or capability, 
you just won’t to be able to do. So by putting somebody on them, if you misjudge that, you 
have completely wasted their time on that because you are not going to get anything for it; 
they are not going to solve the problem and you have to do it with someone else. (Intervie-
wee B.1) 
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6.4.2.2 Resource Allocation 
Creative supervisors allocate resources (time, budget, technical equipment) to both 
creative and non-creative tasks within business processes: 
If we only have one resource of a particular type and we have two projects that need it, they 
[creative supervisors] make the call which one gets it. (Interviewee B.1) 
It became apparent that resource allocation has a direct impact on the performance of 
creativity-intensive processes. For example, a lack of resources may compromise 
creativity and thus impacts the quality of the creative product. As indicated in chap-
ter 6.3 on contextual factors, time and budget were repeatedly highlighted as being 
important resources in creativity-intensive processes. A lack of time is often asso-
ciated with lower levels of the quality of the creative product. Thus, creative supervi-
sors must identify the most complex and creative parts of a process, so as to allocate 
sufficient time. Generally, more time enables creative people to explore and come up 
with various options, which can then be used with the purpose of creating a shared 
understanding between client and creative organization. Besides time and money, 
there are other important resources, particularly different types of IT systems. With 
regard to the use of IT systems the CEO of Organization B made the following 
comment: 
There are going to be technical resources that are required depending on the problem. And 
they become more and more important the better you understand what the issue is. (Intervie-
wee B.1) 
Obviously, the allocation of resources requires a good knowledge of the underlying 
process. Given the fact that the process, its outcome, and the required resources are 
often not fully known in advance, deliberate resource allocation must be seen as a 
major challenge that requires high levels of expertise of creative supervisors, in par-
ticular the ability to assess what it takes to carry out a process. 
6.4.2.3 Managing the Scope of Creativity 
The strategy of managing the scope of creativity epitomizes a group of actions that 
creative supervisors apply in order to make sure that everybody works towards one 
goal while still being creative. This category turned out to have several facets. While 
in some cases a creative supervisor might have to restrict creativity, in other cases 
she might encourage people to be more creative. One way to do so is to apply the 
aforementioned strategy of showing references with the purpose of providing stimuli 
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to an artist. It is the creative supervisor’s responsibility to decide how much freedom 
(often referred to as latitude) creative people have to alter both process and product:  
Everybody has their own creative agenda. They are trying to push sometimes on their job so 
you have to try and stem that somehow; you have to give people latitude to be creative, but 
not that creative that everybody is driving a project in different ways and it falls over. (Inter-
viewee C.2) 
However, as the following paragraph illustrates, in most cases, it is rather necessary 
to channel creativity “down the right path” as opposed to restricting creativity. It 
must be ensured, that the creativity contributes to the process goals. Creative super-
visors aim at encouraging people to be creative while at the same time ensuring that 
everybody contributes to the process goals. Within a discussion on restricting and 
encouraging creativity, Interviewee B.1 said the following: 
Yes, in the sense of creativity from the context of endless exploring. No, in the sense that I 
think if you are doing it right, as long as the creativity is actually channeled down the right 
path, then it’s always valuable. (Interviewee B.1) 
One way to encourage people to be more creative is to set up an atmosphere where 
people feel comfortable. A VFX supervisor from Organization B said: 
And what you do is you encourage that [being creative] by setting up an atmosphere where 
people feel comfortable in front of other artists and their supervisors to […] throw out ideas. 
(Interviewee B.2) 
Another open code that was drawn up by the category of managing the scope of 
creativity is that of the creative buy-in, which refers to incidents where creative su-
pervisors try to find a balance between an artist’s personal agenda and the project 
goals:  
I think you want that creative person to fulfill their own expectations. I think you need them 
to. Because that’s why you are asking them to be part of the project. (Interviewee A.2) 
So the study suggests that to foster motivation (which ultimately contributes to pro-
duct creativeness and product quality), creative supervisors must make sure that art-
ists not only work towards process goals, but also fulfill their personal creative ex-
pectations. One way to do this is by allowing creative people relatively high degrees 
of autonomy. 
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6.4.2.4 Internal Reviews 
The evaluation of creative products is performed by creative supervisors with the aim 
of operational and creative process performance. It is performed to align the different 
tasks (sub-processes) of a project. The internal evaluation of creative products was 
conceptualized by the strategy of internal reviews. The actual feedback that is pro-
vided in internal reviews varies on a dimensional range from positive (approval) to 
negative (disapproval). Thus, a review or approval may result in further iterations of 
the creative product. The following comment was made by the CEO from Organiza-
tion B with regard to the outcome of internal reviews: 
Reviews are a good way of setting the bar in both directions; because that person will tell 
someone “that’s not good enough, you need to take it further,” but they will also tell some-
one “that’s good, you don’t have to take it any further. Let’s take that to the client.” (Inter-
viewee B.1) 
As with external reviews that include the client (compare chapter 6.4.1.3), the crea-
tive organization must carefully decide who is involved in a particular internal re-
view. Often, review processes consume a lot of time. Consequently, involving too 
many people may cause friction losses that, in turn, reduce process performance. At 
the same time, not involving people who participate in the generation of the product 
is associated with higher creative risk. 
Two major strategies in internal approval emerged from the study. One is primarily 
aimed at mitigating operational risk, whereas the other one is primarily aimed at mi-
tigating creative risk. Creative reviews are primarily meant to mitigate creative risks. 
Usually creative reviews involve artists and supervisors who are responsible for a 
certain artifact or process. It is the supervisor’s responsibility to make sure that the 
product meets the client’s expectations. Technical reviews are primarily meant to 
mitigate operational risk.  
Internal reviews share the same properties as external reviews; i.e. finality, frequen-
cy, communication channel, and involved people. However, they are usually tempo-
rary as final approval can only come from the client. In most cases internal reviews 
are done face-to-face. It also became apparent that a lot of internal reviewing is done 
in a continuous, informal manner. A respondent from Organization A came up with 
the following example from sound design: 
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Sometimes, when you work on your own, you just need another set of ears to come in and ex-
perience it and say “it’s working great, move on,” or “it’s complete garbage, what were you 
thinking?” (Interviewee A.5) 
6.4.2.5 Internal Break Down 
The case organizations work on rather complex processes and creative artifacts. As a 
consequence, the work needs to be internally broken down before the product can be 
generated. For example, in order to generate a shot with a spider in it, Organiza-
tion B must create the skeleton of the spider, as well as the spider’s skin. Moreover, 
the spider needs to be animated, show a certain emotion etc. All these tasks are – 
highly interrelated – creativity-intensive processes by themselves. The strategy of the 
internal break down emerged as being salient in creativity-intensive processes. 
Tab. 6.17 provides an overview of strategies in internally managing creativity-
intensive processes. 
Tab. 6.17:  Strategies in managing creativity-intensive processes internally 
Category 
(strategy) 
Description Open codes 
Task allo-
cation 
First, artists who are allocated to a task must have a 
certain expertise. Second, task allocation is used in 
order to facilitate knowledge transfer. By putting 
junior and senior personnel on the same task, the 
organization enables the transfer of tacit knowledge. 
As indicated, particularly creative parts of a process 
are largely characterized by the application of tacit 
knowledge. An attempt to find a balance between 
creatively challenging and rather simple tasks is 
also made in order to give creative people the op-
portunity to follow their creative agenda, which in 
turn fosters motivation. 
Challenge creativity, finding a 
balance between technical and 
creative, getting the right 
team, identification of com-
plementary skill sets, know-
ledge induction process, 
knowledge transfer, task allo-
cation, trial and error 
Resource 
allocation 
Particularly time and budget were identified as 
being important resources in creativity-intensive 
processes. A lack of time is often associated with 
lower levels of the quality of the creative product. 
Thus, creative supervisors try to identify the particu-
larly complex and creative parts of a process so as 
to allocate sufficient time. Generally more time 
enables creative people to explore and come up with 
various options. 
Artifact reuse, leveraging 
people, optimize use of re-
sources, over-commit re-
sources, overloading key re-
sources 
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Category 
(strategy) 
Description Open codes 
Managing 
the scope 
of creativi-
ty 
In most cases it is necessary to channel creativity 
down the right path as opposed to restricting crea-
tivity. It must be ensured that the creativity contri-
butes to the process goals. Often, creative organiza-
tions have to encourage creativity. One way to 
achieve this is by applying the aforementioned 
strategy of showing references in order to provide 
stimuli to an artist. 
Avoid endless exploring, 
channeling creativity, encour-
aging creativity, creative buy-
in, giving latitude, granting 
bending rights and responsi-
bilities, providing stimuli to 
creative people, putting 
people under time pressure, 
restricting creativity, setting 
up creative atmosphere 
Internal 
reviews 
Creative reviews are primarily meant to mitigate 
creative and operational risks. Usually creative 
reviews involve artists and supervisors who are 
responsible for a certain artifact or process. It is the 
supervisor’s responsibility to make sure that the 
product meets the client’s expectations. Internal 
reviews are also used to encourage creativity. Thus, 
this strategy is closely linked to the strategy of man-
aging the scope of creativity. 
Communicating standards, 
dailies, friction losses, provid-
ing feedback, gathering crea-
tivity from the group, report-
ing back to a supervisor, tech 
checks, informal reviews 
Internal 
breakdown 
Creative organizations have to break down creativi-
ty-intensive processes into different sub-processes 
or tasks; they identify what (sub-) processes must be 
carried out in order to generate a more complex 
creative product. This step is essential in order to 
match the requirements of the creative product with 
the creative organization’s capabilities. 
- 
6.5 Consequences 
Creative organizations apply the above introduced strategies, as they intend to 
achieve certain goals. Tab. 6.18 provides an overview of the primary (intended) con-
sequences that occur as a result of the application of strategies. This implies that 
there are also unintended consequences, which are dimensional variations of the in-
tended ones (for example, low client satisfaction instead of high client satisfaction). 
The extreme can be that unintended consequences are the complete opposite of the 
intended ones (for example client dissatisfaction instead of client satisfaction). 
Mutual Understanding of Requirements 
As indicated, artists, creative supervisors, and clients develop an understanding of 
the requirements of the creative product. Creative organizations aim at creating what 
can be referred to as a mutual understanding of the requirements of the creative 
product. A design coordinator from Organization C said: 
Designers will see things differently and if there are two designers working on a project they 
need to be able to have a cohere vision when they are moving forward. Otherwise you are 
Study Findings: Categories – 160 – 
going to get two people seeing things completely opposite ways. So that’s a big thing for us, 
[…] what you call all “being on the same page.” (Interviewee C.3) 
Mitigating Operational and Creative Risk 
Creativity-intensive processes are linked to the probability of an unwanted conse-
quence, due to causal conditions mainly linked to the human factor and the nature of 
the creative process. It became apparent that is caused mainly by the (intended) high 
variance of possible outcomes of creative tasks, as well as the unpredictability of the 
underlying process. Creative organizations apply strategies such as approval and 
review and showing work in progress with the intention of mitigating creative risk. In 
the following paragraph a VFX supervisor from Organization B talked about the 
creative risk of producing something that does not meet the client’s expectations and 
the need to mitigate this risk: 
But you have to be really careful for the things that are a little bit more challenging techni-
cally […]. Thousands of dollars later, you can come up with a product where the client just 
goes “no, that’s not really what I wanted.” So, we have to identify that process at the begin-
ning. (Interviewee B.3) 
Operational Process Performance 
The data further indicated that creative organizations aim at what can be referred to 
as operational process performance. This category epitomizes typical economic 
goals, such as meeting time and budget. The CEO of Organization B made the fol-
lowing comment with regard to what he called “good use of resources:” 
[…] that it makes good use of the resources I’ve got, rather than requiring me to constantly 
going on higher resources that I don’t have. (Interviewee B.1) 
Creative Process Performance 
Besides operational process performance, the case organizations aim at creative 
process performance. Creative process performance refers to the quality of the crea-
tive output. Potential measures for the creative process performance are the level of 
originality or the number of outputs generated. A producer from Organization A said 
the following with regard to individuality or originality of creative products: 
I think if you do the technical tasks perfectly every single time and if they are flawless, it’s the 
creativity that makes those products individual. (Interviewee A.2) 
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Client Satisfaction 
Client satisfaction relates both to the creative product and the creative process. To 
achieve client satisfaction, organizations need to control variables such as time and 
budget while still delivering a creative product of high quality. That is, the product 
must both meet non-creative (technical) requirements and creative requirements (no-
velty, appropriateness). A VFX supervisor from Organization B made the following 
comment with regard to meeting client expectations: 
But as the project is going on, well, we have to make sure, and focus on, first and foremost, 
that the client is getting what they want. (Organization B) 
It thus became apparent that client satisfaction is seen as the most important goal by 
this respondent. This view was reinforced by respondents from all case organiza-
tions. Creative organizations seek to achieve client satisfaction by involving the 
client in the process, defining requirements specifications in collaboration with the 
client, and by delivering products of high technical and creative quality. Thus, there 
is a close relationship between the aforementioned goals of operational and creative 
performance and client satisfaction. The association between client satisfaction and 
the delivery of products of high creative quality also becomes apparent in the follow-
ing paragraph: 
I mean that’s how we strive to do the kind of work we do, which we hope is the best kind of 
stuff that you can get. Like really delivering for our clients and trying to make good commer-
cials that are on world standard. And film and all that stuff that we do is not only being crea-
tive and meeting a target, which anybody can really do. (Interviewee C.2) 
This creative director pointed out that the organization does not only want to meet 
the client expectations, but to even exceed them. A reason may be seen in the organi-
zation’s desire of gaining sustainable competitive advantage by delivering to the 
“world standard.” Similar comments were made in Organization B where a VFX 
supervisor used the phrase of “blowing the client away,” for example: 
And you really want to make sure that you blow the client away. (Interviewee B.3) 
Creative Ownership 
Creative organizations try to invoke client trust in order to not lose control of the 
process. The category creative ownership thus epitomizes the creative organizations 
control over the creative decisions that are made throughout the process. Thus, keep-
ing creative ownership is not the ultimate intended goal, such as client satisfaction, 
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but rather an intermediate goal that is pursued by creative organizations. A creative 
director from Organization B made the following comments: 
And if they [clients] have confidence in you, you can show them an image that otherwise they 
might not like, that they will like. You can change their perception of what you are presenting 
them by how you present. (Interviewee B.1) 
and 
 You have to develop a confidence in you and in the process. (Interviewee B.1) 
Tab. 6.18:  Consequences 
Category 
(consequence) 
Description Open codes 
Mutual under-
standing of 
requirements 
Creative organization (represented by artists 
and creative supervisors) and clients interact in 
order to create a mutual understanding of the 
requirements of the creative product. 
Determining requirements spe-
cifications, having a cohere 
vision, being on the same page 
Mitigating 
operational 
and creative 
risk 
Creative organizations seek to mitigate both 
operational and creative risk. In order to do so 
they apply strategies in communicating with 
the client and in internally managing creativi-
ty-intensive processes. 
- 
Operational 
process per-
formance 
Operational process performance refers to 
classical measures such as time, budget, and 
process efficiency. Organizations apply strate-
gies that are known from process management 
such as process automation and process opti-
mization to achieve these measures. 
Making good use of resources, 
exceeding time and budget, 
getting caught on execution 
Creative 
process per-
formance 
Creative process performance refers to the 
creative product. It can be measured by the 
novelty/appropriateness of the creative prod-
uct, as well as by the number of outputs gener-
ated. The creative performance of a task can 
be measured by the quality of the creative 
product, that is, by its novelty and purposeful-
ness. Whereas the latter may relatively easily 
be identified through client satisfaction, the 
first former can only be rated by experts in the 
particular area. 
Blowing the client away, ex-
ceeding expectations, indivi-
duality, originality 
Client satis-
faction 
Client satisfaction relates both to the creative 
product and the creative process. To achieve 
client satisfaction, organizations need to con-
trol variables such as time and budget while 
still delivering a creative product of high 
quality. Thus, client satisfaction is impacted by 
both operational and creative process perfor-
mance. 
Addressing what the client 
wants, being in a service indus-
try, blowing the client away, 
delivering to a client, delivering 
to the world standard, exceed-
ing expectations, making the 
client feel comfortable, thinking 
about the client, working to-
wards the client’s goal 
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Category 
(consequence) 
Description Open codes 
Keeping own-
ership over the 
creative 
process 
Creative organizations aim to create client 
trust. Having client trust is important as a lack 
of it can cause constant intervention and con-
trol, resulting in reduced creativity. Where 
there is client trust, there is thus less risk of 
losing momentum, which can impede creative 
and operational process performance. 
Creative organizations try to retain the creative 
ownership over a process; this is necessary to 
(a) act creatively and thus impact the creative 
potential of a process, and (b) to control the 
process and thus mitigate creative and opera-
tional risk. 
Client trust, making the client 
feel comfortable, confidence 
6.6 Chapter Conclusion 
This chapter provided an overview of the different categories that were generated 
based on empirical data. The categories were introduced in four groups: First, the 
core category of this research, the creativity-intensive process, was introduced. 
Second, contextual factors that shape the phenomenon of the creativity-intensive 
process were explained. This was followed by a description of strategies and IT sys-
tems that creative organizations use in order to manage their creativity-intensive 
processes, as well as an account of consequences of the usage. 
The conceptualizations that were proposed in this chapter are the researcher’s inter-
pretation of the data. Other researchers may have developed different categories and 
properties. From an interpretive point of view, however, it is more important that the 
concepts that were developed are plausible (compare Urquhart, 2001). 
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7 STUDY FINDINGS: INTEGRATED THEORETICAL SCHEME 
Understanding the creative 
process is the foundation of ge-
nuine mastery in all fields. 
Peter M. Senge 
7.1 Chapter Introduction 
In this chapter, the relationships between the above introduced categories are further 
explained by introducing an integrated theoretical scheme. In doing so, first the rela-
tionships between the main factors that shape creativity-intensive processes are ex-
plained. This is followed by a description of the dynamics of creativity-intensive 
processes and an explanation of how creative organizations use and combine strate-
gies in managing these. 
As indicated, not the notions of conditions, strategies, and consequences are impor-
tant, but the relationships among categories. Within the above description of the cat-
egories, first relationships have been implicitly mentioned. Now these relationships 
are explicated by integrating the categories into a coherent theoretical scheme. As 
Strauss and Corbin state, “it is not until the major categories are finally integrated to 
form a larger theoretical scheme that the research findings take the form of a theory” 
(Strauss & Corbin, 1998, p. 143). Thus, the classification used above is no more than 
a device that has helped systematizing the process of theory building. 
The key findings of this study are expressed by the means of propositions. It is im-
portant to note that these propositions are a means to represent theory that is 
grounded in the data. It is not subject to this research to test theory. Due to its inter-
pretive nature also narrative is used in order to provide “rich inside” (Walsham, 
1995) into the context that has been studied. The theoretical model is further illu-
strated by two figures. The first captures the relationship between the major catego-
ries, while the second depicts the dynamics of creativity-intensive processes. The two 
models complement each other; they provide different perspectives onto the same 
ideas. As Strauss and Corbin (1998) state: “There is not just one correct way of stat-
ing relationships” (p. 145). 
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7.2 The Relationships between the Major Categories 
In the following, the relationship between the primary contextual factors and crea-
tivity-intensive processes is explained. Thus, this section provides answers to re-
search question RQ1: 
Research question 1. What characterizes business processes in creative environ-
ments and what are the contextual factors that organizations 
in this industry need to consider when managing these 
processes? 
In Fig. 7.1 it is suggested that creativity-intensive processes are carried out as a com-
plex interplay between artists, creative supervisors, clients, and organizational re-
sources.8 The according categories and their interactions were identified as being 
salient in the data. Creative supervisors apply strategies in managing creativity inten-
sive processes in response to this, as they pursue (a) process performance by meeting 
constraints such as time and budget (thus pursuing operational process performance) 
while (b) still being creative and generating products that satisfy client expectations 
(thus pursuing creative performance). IT is provided by the organization and is used 
in order to support the different strategies as well as to generate creative products. It 
is not claimed that the concepts and their relationships presented here are exhaustive. 
 
Fig. 7.1: Conceptual relationships between categories 
                                                          
8  The notion of organizational resources in Fig. 7.1 subsumes both the category of IT context and 
the category of constraints. Moreover, the figure only depicts the major relationships. In some 
cases, for example, there will be communication between artists and clients. 
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The process typically starts with clients (category client) who bring in their under-
standing of the requirements with regard to a particular creative product (property 
understanding of the requirements of the creative product). Clients can be end-
consumers or creative organizations themselves. Examples of end-consumers are 
enterprises that entrust the creative organization with the creation of a TVC. An ex-
ample of a creative organization as clients is a feature film studio that employs vari-
ous VFX companies to contribute to a film project. Artists (category artist) may be 
members of a creative group. They bring in their expertise and creative skills (prop-
erties process expertise and creative skills) – in short, their creativity. Artists utilize 
resources, most importantly time and budget (category constraints), but also technic-
al equipment such as the above mentioned artist systems (category IT context). Crea-
tive supervisors (category creative supervisor) manage creativity-intensive processes 
by applying various strategies in communicating with clients and in internally man-
aging the process (categories strategies in internally managing creativity-intensive 
processes and strategies in communicating with the client). Most of the communica-
tion between clients and the creative organization is done through creative supervi-
sors who act as process intermediaries. 
Creativity-intensive processes have creative products as an outcome (category crea-
tive product) and are associated with process performance (properties operational 
and creative performance) and with risk (properties operational and creative risk). 
Due to different subjective opinions, often ill-defined requirements specifications, as 
well as individual characteristics of involved stakeholders, creativity-intensive 
processes are characterized by uncertainty with regard to outcome, required re-
sources, and process structure (properties uncertainty with regard to outcome, re-
quired resources, and process structure). The involvement of different artists, super-
visors, and clients may lead to conflict situations that companies seek to resolve 
through the use of the above mentioned strategies in order to mitigate risk and attain 
process performance. 
The study suggests that the understanding of the requirements of the involved clients, 
artists, and creative supervisors in particular contributes to the uncertainty that is 
linked to creativity-intensive processes. At one extreme, nothing except for a vague 
idea is specified. At the other, most features of the product are known in advance. 
The understanding of the requirements thus ranges from vague to very detailed. The 
impact of low levels of details of requirements specifications as well as differing 
working styles (property working style of the category client) is expressed in the fol-
lowing comments: 
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The reality is that they have been given a task. The director has it in mind; They say “enact 
that like that.”The other side of their job is they are given a blank canvas. For example, with 
film work, they will read a script and they’ll be told “we need a title sequence for this script. 
Go away, read the scrip,t and see what you come up with.” And you’ll notice that the design-
ers always see things completely differently from each other. Even if somebody’s initial ideas 
are similar, the way that they actually physically design it and put it together is always very 
different. So that’s very much a creative thing where they have free reign. (Interviewee C.3) 
and 
Some people would just get a skeleton from the library and modify, other people would make 
a fantastic skeleton that does all sorts of amazing things. And that’s creative and that’s not. 
So the same task in two different people’s hands is different. (Interviewee C.2) 
The following proposition is suggested: 
Proposition 1: Creativity-intensive processes are characterized by uncertain-
ty with regard to process structure, required resources and process outcome. 
This uncertainty is caused and influenced by various factors, particularly the 
understanding of the requirements of the creative product of involved clients, 
artists, and creative supervisors, as well as their individual characteristics 
(e.g. working style, expertise). 
The uncertainty inherent to creativity-intensive processes was identified as the cause 
of the closely related properties of operational and creative risk and creative poten-
tial of creativity-intensive processes. This uncertainty is not only an unwanted con-
sequence, however. It is at the core of creativity as it is a result of diverging from 
what has been done previously and thus generating products that are associated with 
high levels of novelty. Thus, high levels of uncertainty are not only associated with 
high levels of risk, but also have the potential to generate truly novel products. Par-
ticularly ill-defined requirements allow the creative organization high degrees of 
freedom. 
Proposition 2: High levels of uncertainty in process and outcome are asso-
ciated with high levels of creative potential as they tend to lead to the genera-
tion of products that are characterized by novelty, but also with high levels of 
operational and creative risk as there may be undesirable consequences such 
as client dissatisfaction or a mismatch between capabilities and require-
ments. 
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As indicated, the requirements of the creative product are captured by the property of 
understanding of the requirements of the creative product, which is shared by the 
categories of the client, the artist, and the creative supervisor. Consequently, there 
can be a mismatch between the different understandings of the requirements of the 
creative product. Such a mismatch is associated with particularly high levels of risk 
as there is a high probability of client dissatisfaction with the product that is generat-
ed.  
The study suggests that high levels of expertise and skills of clients, artists, and crea-
tive supervisors can mitigate both creative and operational risk. The property of 
process expertise of the category of the artist captures abilities such as assessing the 
required capabilities to carry out a certain task and breaking down a problem. The 
property of creative skills captures their capability of creatively judging creative 
products. Similarly, clients have a certain level of expertise (property client exper-
tise) that impacts how well they are able to convey requirements of a creative prod-
uct, understand the capabilities of the creative organization, and judge a product even 
early in the process. Generally, high levels of expertise of representatives of the crea-
tive organization allow them to better understand the client’s requirements, assess 
what is needed to fulfill these requirements, and match the requirements to the capa-
bilities. In consequence, high levels of expertise of involved stakeholders are asso-
ciated with lower levels of both operational and creative risk. 
Proposition 3: High levels of expertise and creative skills of artists, creative 
supervisors, and clients are associated with lower levels of operational and 
creative risk. On the contrary, low levels of expertise and creative skills of 
artists, creative supervisors, and clients are associated with higher levels of 
operational and creative risk. 
7.3 The Dynamics of Creativity-intensive Processes 
In order to understand how the case organizations manage creativity-intensive 
processes, it is necessary to understand the processes’ dynamics; i.e. how the 
processes unfold over time. Fig. 7.2 suggests that creativity-intensive processes com-
prise of a number of highly interwoven stages or phases (indicated by the property 
iterative nature): understanding the requirements, internally breaking the require-
ments down, doing work, and evaluating work. Evaluation or review, as well as 
doing work, are also parts of understanding the requirements of the creative product. 
This means that requirements are not entirely known before the process is completed. 
The completion in turn results in a final product and measurable process performance 
(properties operational and creative performance of the category creativity-intensive 
Study Findings: Integrated Theoretical Scheme – 169 – 
process). As indicated, Fig. 7.2 complements Fig. 7.1 and presents a different pers-
pective on the same ideas. Whereas Fig. 7.1 depicts the relationships and interactions 
between the different categories, Fig. 7.2 depicts the dynamics of creativity-intensive 
processes. 
 
Fig. 7.2: The dynamics of creativity-intensive processes 
As stated in the previous section, there are at least two different facets of the re-
quirements specifications of the creative product: First, the client’s understanding of 
the requirements and, second, the artist’s and creative supervisor’s understanding of 
these requirements (represented in Fig. 7.2 by the creative organization’s understand-
ing of the requirements). The client’s understanding of her own requirements (con-
ceptualized as a property of the category client) can be seen as the raison d´être for 
carrying out the creativity-intensive process. This understanding is conveyed to, and 
understood by, the creative organization (usually by the creative supervisor as a 
process intermediary) and forms their understanding of the client’s requirements 
(conceptualized as properties of the categories creative supervisor and artist). Based 
on this understanding, the process is carried out and an (intermediate) product is 
created (property intermediate product specifics). The specifics/quality of the crea-
tive product (property quality) is accordingly impacted. The product is only interme-
diate because it needs to be reviewed. This review may further impact the client’s 
understanding of her own requirements which is then conveyed to/understood by the 
creative organization and so on. The process of understanding and refining the re-
quirements is both a divergent and convergent process. The following comment ex-
emplifies this: 
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You seek first to understand the question, and then, when you are sure you understand the 
question, you go broad and then you narrow back down to come to the end goal. (Organiza-
tion B) 
The study further suggests that creativity-intensive processes comprise of well-
structured, predictable parts (that often do not involve any creativity at all) as well as 
creative parts; this is epitomized by the property of varying levels of structure. In 
VFX production, for example, the aforementioned production pipeline is a process 
that generates a particular VFX, such as an animated character. At the highest level, 
the process is characterized by uncertainty with regard to outcome, process structure, 
and required resources. Yet, to accomplish the task, various discrete tasks (or sub-
processes) must be carried out. Some of these discrete elements can be viewed as 
well-structured sub-processes with defined outcomes, whereas others are highly crea-
tive. The latter ones can be viewed as creativity-intensive (sub-) processes by them-
selves. Thus, at the highest level, there is a complex creativity-intensive process of 
which neither outcome nor structure or required resources may be entirely predicta-
ble. At the other end, there is the creative process of an individual, such as generating 
a particular idea or sketch for a VFX shot. Fig. 7.3 exemplifies this for the produc-
tion pipeline. 
Production pipeline 
(creativity-intensive process)
Modeling
(creativity-intensive sub-process)
...
Receive materials
(well-structured)
x
Creative 
organization’s 
understanding of 
requirements
Intermediate 
product specifics
Client 
understanding of 
requirements
Understand/
stimulate/
negotiate
Doing work
Convey
Review
...
x
3D animation 
(creativity-intensive sub-process)
Base mesh 
(creativity-intensive sub-process)
Receive materials
(well-structured)
...
x
Send for review
(well-structured)
 
Fig. 7.3: Well-structured and creative parts of creativity-intensive processes 
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For example, at a high level, the production pipeline can be seen as a constant itera-
tion between understanding the requirements of a shot, generating the shot, and eva-
luating the shot. However, in order to actually accomplish this, certain discrete tasks 
(or sub-processes) must be carried out. An example for a well-structured element 
with a defined outcome is the task of receive materials where materials such as refer-
ences and scans are received from different sources. Modeling and 3D animation are 
examples for creativity-intensive sub-processes, where artists generate creative prod-
ucts such as the spider from chapter 4. The dotted lines indicate that a complete pro-
duction pipeline comprises of many more elements than are depicted in Fig. 7.3. Tab. 
7.1 provides a brief description of the above mentioned creative and non-creative 
(sub-) processes. 
Tab. 7.1:  Examples for creative and non-creative elements of the production 
pipeline 
Task/sub-
process 
Description 
Receive 
materials 
Receive materials is a task where materials from different sources are received and 
stored in a database. The task does not include any creative elements. Thus, it is not 
linked to uncertainty with regard to its outcome. Moreover, it does not rely on high-
ly specialized tacit knowledge and does not require persons to think creatively, that 
is, diverge from what has been done previously. 
Modeling Modeling is a highly creative task that is carried out by a modeler. The output of 
this sub-process is a modeling asset which can be referred to as a creative product. 
The specifics of the product are not entirely known until the task has been carried 
out. 
3D anima-
tion 
3D animation is highly creative. The sub-process’s output is a so-called 3D ren-
dered image sequence. It is characterized by uncertainty with regard to process 
outcome. Even though certain characteristics of the animation may be known in 
advance, others are not until the task is completed. The result of 3D animation also 
highly depends on the animator who carries out the task. 
7.4 How Organizations Manage Creativity-intensive Processes 
As indicated, organizations apply different strategies in order to manage creativity-
intensive processes so as to attain the two primary goals of operational and creative 
process performance while simultaneously mitigating operational and creative risk. 
This section provides answers to research questions 2, 3, and 4: 
Research question 2. What particular strategies do organizations use within busi-
ness processes to manage creativity? 
Research question 3. How are these strategies combined, and how are they sup-
ported by information technology? 
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Research question 4. What are the intended consequences of applying a set of strat-
egies in order to manage creativity in business processes? 
What are the unintended consequences? 
As shown in Fig. 7.4, the strategies that were introduced in a previous chapter can be 
related to the different stages of creativity-intensive processes. As has been main-
tained, it can be distinguished between strategies in communicating with the client 
and strategies in internally managing creativity-intensive processes (conceptualized 
as two categories that were grouped under the more general category of strategies in 
managing creativity-intensive processes). The following proposition is suggested: 
Proposition 4: Creative organizations seek to achieve both operational 
process performance and creative process performance. In doing so, they ap-
ply strategies pertaining in internally managing creativity-intensive processes 
and in communicating with clients. 
 
Fig. 7.4: Strategies and IT used in managing creativity-intensive processes 
As the requirements of the creative product evolve throughout the process, the de-
grees of freedom as well as associated risk are highest at the outset when almost any 
thought is permissible. Fig. 7.5 provides an overview of how requirements and risk 
develop throughout the process. The model is a simplification in that it describes 
how the understanding of requirements and the associated risk ideally develop 
throughout the processes, if the creative organization successfully (a) develops a 
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good understanding of the client’s vision and matches the requirements with the ca-
pabilities, (b) breaks down the problem creatively and operationally, (c) manages the 
process of generating the product, and (d) reviews the product throughout the 
process. 
 
Fig. 7.5: Development of level of requirements specifications and risk in crea-
tivity-intensive processes 
In the following, first the role of IT in creativity-intensive processes is discussed. 
This is followed by a discussion of strategies in communicating with the client and 
strategies in managing creativity-intensive processes internally. The aforementioned 
tool view of the IT artifact (Orlikowski & Iacono, 2001) is further accommodated by 
explaining what IT creative organizations use in order to support the different strate-
gies. IT is seen as a resource that is conceptualized as “a particular piece of equip-
ment, application or technique which provides specifiable information processing 
capabilities” (Kling, 1987, p. 311). 
7.4.1 IT in Creativity-intensive Processes 
IT plays a major role in supporting creativity-intensive processes (category IT con-
text). Knowledge-related technologies, asset management systems, as well as group-
communication systems and artist systems, are used to support different strategies in 
managing creativity-intensive processes (Fig. 7.6). Moreover, the findings suggest 
that workflow-related technologies can enhance the process performance of creativi-
ty-intensive processes. However, these systems must be capable of handling a high 
demand for flexibility, such as a lack of pre-determined process-flows and the preva-
lence of high numbers of exceptions.  
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Fig. 7.6: The relationship between IT use and strategies in managing creativity-
intensive processes 
The study suggests that artists have high demands with regard to system design and 
usability. The following comments made by a production manager (Interviewee D.1) 
exemplify this (translated from German): 
The challenge is that requirements to an IT system are different as if one had to deal with en-
gineers; the requirements to the user interface are different. It needs to be much more intui-
tive. It needs to be flexible and it must have an attractive design. (Interviewee D.1) 
and 
Creative people see their creativity being in the foreground. They have fear of contact with 
systems that appear not to be creative. (Interviewee D.1) 
The study further indicates that, in many cases, the use of IT in creativity-intensive 
processes is not mandatory. Different creative people approach tasks in different 
ways. While one artist may use an asset management system in order to retrieve ref-
erences to previously generated artifacts, another may not. A main reason can be 
seen in the aforementioned uncertainty with regard to process and required resources. 
Often there are countless ways an artist may venture in order to solve a particular 
task. As a consequence, ‘bad’ design may even prevent artists from using a particular 
system.  
Much of the IT in the case organizations is thus rather used according to a pull-
principle where, based on the particular process or situation, creative supervisors and 
artists decide what of the available IT is used in order to carry out a particular 
process. 
In the following the use of IT within the above introduced strategies is discussed in 
more detail. 
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7.4.2 How Organizations Manage Creativity-intensive Processes Externally: 
Communicating with Clients 
The primary cause for the need to apply strategies in communicating with the client 
must be seen in the high uncertainty that is related to structure, resource consump-
tion, and outcome of creativity-intensive processes. As indicated, this uncertainty is 
in turn caused by vague requirements specifications and individual characteristics of 
involved stakeholders (artists, creative supervisors, and clients). Through their com-
munication, creative organizations and clients seek to develop what has been concep-
tualized as a mutual understanding of the requirements of the creative product. High 
levels of a mutual understanding between clients and creative organizations are asso-
ciated with lower levels of risk, as the probability of the occurrence of unwanted 
consequences such as client dissatisfaction decreases.  
Proposition 5: Strategies in communicating with the client can further the 
mutual understanding of requirements of the creative product as well as 
matching the requirements to the organization’s capabilities and available 
resources, which in turn leads to risk mitigation and higher client satisfac-
tion. 
In order to decide where within the overall process the particular strategies are ap-
plied, creative organizations seek to understand where client touch points are located 
within the process. The study suggests that clients need to be involved particularly in 
the more creative parts of the process. That is, those parts where there is a lot of un-
certainty and thus decisions of high creative impact are made. There is a particular 
tendency for this to happen at the beginning of creativity-intensive processes. Often, 
the creative product is developed in an interactive process between creative organiza-
tion and the client. At the beginning of this process there is the so-called creative 
brief. Within this process creative organizations even try to stimulate the client’s 
imagination by means of the strategy of showing references to previously created 
products so as to come up with ideas that are both novel and appropriate and thus 
meet client expectations. Thus, the process of understanding the requirements can be 
described as a negotiation process between creative organization and clients. In this 
line of thought Interviewee B.3 said with regard to understanding the requirements “it 
almost becomes like a negotiation process”. 
The study further suggests that the abilities and professional background of the 
clients have to be considered when managing creativity-intensive processes. Whereas 
some clients are capable of seeing where a process is heading very early, other 
clients need to be shown a nearly finished product. These abilities are captured by the 
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property of client expertise. The following quotes exemplify this. All three respon-
dents pointed out that there are differences in the expertise of different clients: 
[With] a more sophisticated client, we actually probably could jump into 3D and show them 
the model and say “are you happy with the model like this?” Because […] they are more 
comfortable seeing the detail. (Interviewee B.1) 
and 
But we just say “listen, this is only addressing the movement and the performance of the cha-
racters.” And some clients can review that kind of work objectively, and some can’t. (Inter-
viewee B.3) 
and 
Like an agency person from an advertising agency will need to be handheld a lot more than 
someone who is from a production company who’s been down that road before… (Intervie-
wee C.2) 
Also the nature of the creative product influences how and where the client can be 
involved. A creative director made the following comment: 
Sometimes it’s a job where it’s very, very easy to make something, prototype something very 
quickly. And there is sometimes a job where there’s thousands of computing hours involved. 
(Interviewee C.2) 
While in the first case the organization can show the client a prototype very quickly, 
the organization would work with references to previously created artifacts or with 
style frames of the artifact that is being developed in the second, so as to facilitate 
communication with the client. The following proposition is suggested: 
Proposition 6: Particularly tasks with high levels of uncertainty (and thus 
high creative potential) require intensive communication with the client in 
order to create a mutual understanding of process goals and thus mitigate 
creative risk, that is, the occurrence of unwanted consequences such as client 
dissatisfaction. 
The creative organization must thus decide very carefully where within a process the 
client gets involved. This is epitomized by the property of client touch points of the 
category creativity-intensive process. Also too much reviewing may even compro-
mise creativity. For example: 
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 I think there is a danger in too much reviewing and intruding into the processes So that’s 
why I think normally it’s coming from the top down. It should be at defined points. Clearly 
defined points. (Interviewee A.1) 
Group communication systems can be used to support strategies such as showing 
work in progress and evaluation of creative products. Group communication systems 
allow for higher numbers of iterations while simultaneously mitigating creative risk 
by constantly providing work in progress to the client.  
Proposition 7: Group communication systems allow for higher numbers of 
iterations of the creative product as well as ongoing communication, thereby 
facilitating the process of creating a mutual understanding of the require-
ments of a creative product, which in turn leads to risk mitigation and im-
proved client satisfaction. 
Organization C, for example, uses a remote review and approval tool based on Apple 
Quicktime technology. By synchronizing timeline and playback of movies, different 
parties are able to view the work simultaneously. The tool supports audio-visual 
communication. It also allows for interaction, as artists and clients can draw on the 
images they are seeing. The tool thus enables rich communication among geographi-
cally distributed stakeholders. The CEO of Organization B described the impact of 
the tool as follows: 
It enables us to communicate in a way that’s so much more powerful than on phone. And all 
it really is, is the ability to draw an image together. It’s a very simple technical problem, but 
it allows a richness in communication that makes the whole process more effective. (Organi-
zation B) 
Moreover, asset management systems are used by creative organizations to access 
existing assets and contents that can be applied in the process of communicating with 
clients. As indicated, such assets are used to provide reference in order to stimulate 
the client and negotiate requirements of the creative product.  
Proposition 8: Asset management systems can be used to access existing as-
sets that can then be applied in the process of communicating with clients, 
thereby facilitating the process of creating a mutual understanding of re-
quirements of the creative product, which in turn leads to risk mitigation and 
improved client satisfaction. 
The following quote exemplifies how Organization B uses digital assets: 
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You may take car chases from twenty movies. What we have started to do is keep those on 
one server. There’s a database for keywords and you can look up what’s on there. (Intervie-
wee B.2) 
7.4.3 How Organizations Manage Creativity-intensive Processes Internally 
As has been maintained, creative supervisors have to manage a process that is cha-
racterized by the interplay of artists. In the following, strategies and IT are discussed 
that are applied to manage creativity-intensive processes internally. There is a close 
association with the relationship and interaction between clients and creative organi-
zation (i.e. the strategies described above). The study suggests that creative organiza-
tions apply strategies in internally managing creativity-intensive processes in order to 
pursue both operational and creative process performance while simultaneously miti-
gating operational and creative risk. 
Proposition 9: Strategies in matching capabilities with requirements, manag-
ing the scope of creativity, resource allocation, and internal review lead to 
enhanced operational and creative process performance and the mitigation of 
creative and operational risk. 
The level of creativity (property creative potential) associated with a creativity-
intensive process is restricted by requirements specifications as well as available re-
sources such as time and budget. The creative supervisor must ensure that all partici-
pants work towards one goal, particularly when different creative teams are working 
together. In some cases this requires the creative supervisor to encourage people to 
be more creative (to generate products that diverge from what has been done before), 
whereas in some cases creativity needs to be restricted. One supervisor put it as fol-
lows: 
Everybody has their own creative agenda. They are trying to push sometimes on their job so 
you have to try and stem that somehow; you have to give people latitude to be creative, but 
not that creative that everybody is driving a project in different ways and it falls over. (Inter-
viewee C.2) 
Thus, the strategy of managing the scope of creativity varies on a dimensional range 
from restricting creativity to encouraging people to be more creative.  
Review processes are also used internally in a similar manner to strategies for com-
municating with the client, both for quality assurance (technical aspects) and for in-
ternal creative feedback. For internal review processes, the intended consequence is 
likewise to meet requirements specifications and to mitigate risk (by recognizing 
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errors early in the process, for example). Particularly where high latitude is allowed 
by management, both internal and external approval processes are needed, so as to 
avoid unwanted consequences (risk mitigation). 
Another important strategy is that of resource allocation. Creative supervisors have 
to decide what resources are allocated to what task. Often, resources are allocated to 
tasks with particularly high creative impact. If there is a lack of resources for a crea-
tive task (or creativity-intensive sub-process), creativity can be compromised. Due to 
the complexity of the work and due to uncertainty with regard to outcome, process 
structure, and required resources, resource allocation is a complex process. First, 
time and budget must be allocated. Moreover, there is a close relationship to the allo-
cation of artists as well as other resources, including IT. The following comment that 
was made by a creative supervisor from Organization B exemplifies this complexity. 
He also pointed out that all these decisions ultimately impact on the artist’s work: 
When we look at the production we have to figure out what kind of people we want to bring 
on, what kind of applications we are going to be using. Because a lot of times, even though 
we have an established pipeline using certain software, depending on the work, we may have 
to get different software. So that has to be taken into consideration. We also have to think 
about machines, what kind of machines we are going to need, how much disk space we are 
going to need. So all of those things end up impacting our artists’ work. (Interviewee B.3) 
The following comment highlights how resource allocation impacts on the creative 
potential: 
You just want to be able to focus on those other areas that you know are going to be a lot 
more complex, where there will be a lot of creative decisions that have to be made. So in 
those areas you do want to make sure that you have ample time, ample people. (Interviewee 
B.3) 
The study suggests that asset management systems are used to access existing assets 
that are then used in order to generate creative products. As indicated, in many cases 
being creative means to draw from artifacts and ideas that have been created pre-
viously. Thus, supporting creativity-intensive processes with asset management sys-
tems can increase productivity and creative output.  
Proposition 10: Asset management systems can be used in order to facilitate 
access to existing assets and contents that can be used to provide reference 
and can also be reused. Thus, these systems can facilitate the process of ge-
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nerating the creative product and positively influence creative and opera-
tional process performance. 
Moreover, different systems such as task lists are used to support processes in the 
case organizations (epitomized by the category of workflow-related systems). For 
some tasks, such as the production of VFX, highly specialized systems are used to 
support artists in conducting various steps of the process. The main purpose of such 
systems is regarded as that of giving people more time to be creative, by supporting 
repetitive and well-structured parts of creativity-intensive processes, while simulta-
neously handling the complexity of artifacts (particularly in VFX production and 
animation, shots consist of hundreds of artifacts). However, no comprehensive 
process support for entire processes is used. The study suggests that this is due to the 
high demand for flexibility in creativity-intensive processes. These tend not to have a 
pre-determined process flow and are characterized by many possible exceptions.  
Proposition 11: Workflow-related systems such as task lists can be utilized to 
facilitate the process performance of creativity-intensive processes by han-
dling the complexity of creative artifacts and supporting the well-structured 
and pre-determined parts of the processes. In turn, such systems provide cre-
ative people with more time to be creative, thereby resulting in higher crea-
tive and operational process performance, which in turn leads to increased 
client satisfaction. 
Knowledge management systems are used in both organizations B and C. Much of 
the knowledge that is applied within creativity-intensive processes is tacit know-
ledge, often of freelancing people. Organizations thus seek to explicate and store this 
knowledge in knowledge bases in order to make it available for the entire organiza-
tion. The study suggests that knowledge management systems can help to transfer 
knowledge among artists and can be particularly useful in supporting operational 
process performance.  
Proposition 12: The use of knowledge management systems enables to store 
and access explicit knowledge that can be applied in creativity-intensive 
processes, thereby leading to enhanced operational process performance. 
Tab. 7.2 provides an overview of how the different IT systems relate to the strategies 
that creative organizations apply in order to effectively carrying out creativity-
intensive processes. 
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Tab. 7.2:  IT in creativity-intensive processes 
IT System Role in creativity-intensive processes 
Knowledge man-
agement systems 
Creativity-intensive processes are knowledge-intensive and particularly cha-
racterized by the application of tacit knowledge. Knowledge management 
systems are used with the primary purpose of knowledge transfer between 
different individuals. 
Assert manage-
ment systems 
Asset management systems can provide access to previously defined artifacts. 
Therefore, they can assist the stage of requirements determination as well as 
the actual creative work as existing artifacts may be re-used. 
Group communi-
cation systems 
Group communication systems support various stages of the process, starting 
with requirements determination, showing work in progress throughout the 
process, and evaluating artifacts. 
Workflow-related 
systems 
Workflow-related systems can increase the efficiency of well-structured parts 
of creativity-intensive processes. In turn, this can lead to more creative space 
in order to carry out creativity-intensive processes and thus result in better 
creative performance. Workflow-related systems such as task lists also facili-
tate the strategies of task allocation and resource allocation. 
Artist systems Artists systems are used by the artists in order to generate creative artifacts. 
Thus, these systems are used in the stage of doing work. 
7.5 Patterns of Creativity-intensive Processes 
It is possible to distinguish between different patterns of creativity-intensive 
processes that depend on the contextual factors that were discussed above. The fol-
lowing comment highlights the complexity of the processes that were investigated 
within this study: 
If there was one client and there was one artist they can just talk to each other all time. What 
happens is, when you work on a movie that is bigger, you need people like me, you need pro-
ducers. And what you are trying to do is to be able to talk to one or two clients, […] talk to 
as many artists as you need to get the job done. (Organization B) 
For example, there are processes with a particular emphasis on the stage of under-
standing and refining the requirements. Only when a very detailed understanding of 
the requirements is reached, the creative organization starts to physically generate the 
actual creative product. In another case the creative organization may very quickly 
start to physically generate the product and provide the client with a prototype. 
Also within the different stages of creativity-intensive processes different patterns 
occur. For example, within the stage of understanding and refining the requirements, 
the creative organization may, in a largely divergent process, come up with a big 
number of different options among which one is selected, discussed, and eventually 
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produced. However, the creative organization may also start with one option which is 
then, in an iterative process, further developed before it is actually physically gener-
ated. 
7.6 Chapter Conclusion 
This chapter introduced a substantive theory on creativity-intensive processes by 
presenting an integrated theoretical scheme that links the major categories that were 
identified in the study to the core category of the creativity-intensive process. In or-
der to fully understand the theory, however, also the previous chapter, which pro-
vided a detailed account of the various categories, must be considered. Thus, the 
emergent theory has been presented by describing its constituent categories that were 
then integrated into a substantive theory. The substantive theory was described by 
means of two main figures, textual description, and a set of interrelated propositions. 
The latter ones are intended to provide a concise description of the study’s key find-
ings. 
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8 DISCUSSION OF FINDINGS: RELATING THE THEORY TO THE 
LITERATURE 
Your theory is crazy, but it's not 
crazy enough to be true. 
Niels Bohr 
8.1 Chapter Introduction 
The theoretical model presented in this paper was developed within, and is applicable 
to, the institutional context of a substantive area. It is hoped that engaging with as-
pects of existent formal theory will facilitate a more general substantive theory 
(Glaser & Strauss, 1967; Eisenhardt, 1989; Orlikowski, 1993). As indicated, the ul-
timate relevance of the existing literature would be determined by the emergent 
theory (Urquhart & Fernández, 2006; Urquhart, 2007; Urquhart et al., 2006). The 
emergent theory indicates a set of contextual factors, strategies, and consequences 
that are of relevance with regard to the management of creativity-intensive processes. 
These concepts and relationships are now compared with those from the related lite-
rature. Due to the variety of literature both in the fields of BPM and creativity, it 
cannot be claimed to be exhaustive in the attempt to engaging with existent theory. 
The chapter is subdivided into two main sections. Chapter 8.2 considers the literature 
on creativity, most notably organizational theories on creativity. Chapter 8.3 consid-
ers the BPM and IS literatures. 
8.2 Relationship to Literature on Creativity and Creativity Management 
In the presentation of the first, non-committal literature review (chapter 2.4) it was 
argued that the theoretical investigation of creativity requires the consideration of 
multiple levels. These are in particular the individual, the group, and the organiza-
tional level (Drazin et al., 1999; Woodman et al., 1993). This distinction is now used 
in order to engage with existent theory at various levels (chapters 8.2.1-8.2.3). Then 
the theory is related to multilevel models of organizational creativity (chapter 8.2.4) 
and compared and contrasted with models of the creative process (chapter 8.2.5).  
8.2.1 Relationship to Theories at the Individual Level 
With regard to the 4-Ps model, theories at the individual level predominantly focus 
on the creative person and her ability to act creatively. The present study reveals that 
artists, creative supervisors, and also clients may be regarded to as creative persons; 
they are actively engaged in contributing their creativity to the process of generating 
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creative products. The study thus provides a more specific understanding of different 
creative persons that contribute to the context of, and are actively involved in, crea-
tivity-intensive processes. Consequently, these categories are now related to individ-
ual views on creativity. 
Much has been written about the concept of the creative person over the years. For 
example, there are detailed accounts of antecedent conditions (Galton, 1869; Simo-
noton, 1975), personality factors (Woodman & Schoenfeldt, 1989), cognitive factors 
(Guilford, 1984), intrinsic motivation (Amabile, 1990), or knowledge (Weisberg, 
1999). Woodman et al. (1993) conclude that individual creativity is a function of 
antecedent conditions, cognitive style, personality factors, relevant knowledge, moti-
vation, social influences, and contextual influences. 
With regard to relevant knowledge and expertise, Amabile (1988) distinguishes be-
tween domain-relevant skills and creativity-relevant skills. Whereas the former in-
clude knowledge about the domain, required technical skills, and domain-relevant 
talent, the latter one captures personality factors and cognitive style (Amabile, 1988, 
p. 84). Creativity-relevant skills thus work on a rather general level. Similarly, the 
present study suggests process expertise and creative skills as main properties of 
artists. Process expertise captures process-related abilities such as assessing, break-
ing down, and carrying out a process. In comparison to the concept proposed by 
Amabile (1988), process expertise can be seen as being more substantial with regard 
to the context that was studied; it particularly reveals those aspects that were seen 
relevant by respondents with regard to managing creativity-intensive processes. The 
ability of generating creative products is represented by the property of creative 
skills. The study identifies two major facets of this property: being able to generate 
creative products and the capability of aesthetically judging a product; the latter one 
is important in order to mitigate creative risk, for example. Amabile (1998), in com-
parison, describes creative thinking skills as a person’s capacity of putting existing 
things together in a novel way. In this line of thought, this study indicates that the re-
use of previously created knowledge and artifacts plays a prominent role in generat-
ing creative outcomes.  
While the property of creative skills epitomizes a person’s capability of generating 
creative products, it does not explain the factors that impact on this capability. Exis-
tent theories can thus help to further explain a creative person’s capacity of acting 
creatively. Cognitive processes and factors that impact on idea production include 
fluency, flexibility, originality, elaboration, transformation abilities (Guilford, 1983; 
Guilford, 1984), as well as field dependence (Witkin et al., 1962). Particularly diver-
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gent thinking or divergent production have been discussed as being one of the main 
cognitive abilities that lead to creativity (Guilford, 1956; Guilford, 1984). As Runco 
(2007) puts it, “divergent thinking leads the individual to numerous and varied res-
ponses” (p. 9). Consequently, cognitive models can also help to further understand 
the main properties of creativity-intensive processes (i.e., uncertainty with regard to 
process structure, resources, and outcome). As divergent production means to try out 
“solutions that depart from the status quo” (Amabile, 1998, p. 79), it can be con-
cluded that there is an intimate connection to low levels of predictability and thus 
high levels of uncertainty. 
It has also been asserted that, in order to produce purposeful products, creative per-
sons sequentially apply divergent and convergent thinking processes (Basadur et al., 
1982). Woodman et al. (1993) conclude that “for a creative person to produce social-
ly useful products, his or her divergent thinking must come hand in hand with con-
vergent thinking” (p. 299). The sequence of divergence and convergence also be-
came apparent in the present study. At various levels (individual, group), creativity-
intensive processes are characterized by a sequence of divergent and convergent 
thinking. With regard to the overall process (such as the production of a particular 
VFX sequence), the organization may start with the exploration of various options 
that are then presented to a client. Next, in a convergent process, one possible solu-
tion is selected and the product is generated. Along the line of this generation, how-
ever, groups and individuals bring in their creativity; this is often characterized by 
divergent thinking; i.e. exploring various novel paths and ideas. Isolated solutions 
must eventually fit into the overall product, which, in turn, is a rather convergent 
process. The dichotomy between divergent and convergent production may also help 
to further explain the occurrence of risk and the gradual development of the under-
standing of requirements throughout the process. While the early stages of creativity-
intensive processes are largely characterized by divergent thinking, the focus shifts 
toward rather convergent thinking as the process enfolds over time; more and more 
decisions are made that merely need to be implemented. 
Besides the two properties of process expertise and creative skills of the category of 
the artist, the present study also posits the relevance of knowledge within creativity-
intensive processes. Knowledge is relevant to both process expertise and creative 
skills; both high levels of process expertise and creative skills tend to be associated 
with high levels of knowledge and experience. The study suggests that creative or-
ganizations aim at fostering the knowledge of artists and supervisors by facilitating 
knowledge transfer. The strategy of team building, for example, is used in order to 
disseminate knowledge by putting together more senior and more novice people. 
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Moreover, the case organizations make use of technologies such as wikis and blogs 
so as to facilitate knowledge transfer.  
The property of the creative agenda of the category artist is closely related to the 
concept of intrinsic motivation, which has been discussed in the literature (Woodman 
et al., 1993; Amabile, 1998; Barron & Harrington, 1981). Amabile (1998), for exam-
ple, distinguishes intrinsic and extrinsic motivation and concludes that the former is 
the far more important one with regard to a person’s creativity. The present study 
reveals that, with regard to managing creativity-intensive processes, creative supervi-
sors seek to manage the scope of creativity by allowing people to follow their crea-
tive agenda while simultaneously working towards the process goals. Thus, creative 
supervisors particularly aim at fostering intrinsic motivation. 
With regard to motivation of creative people, it has been posited in the related litera-
ture that evaluation and reward systems can adversely affect creative performance 
(Amabile, 1983). In line with this, the data from the case organizations did not sug-
gest that extrinsic motivation, such as extra money, plays a prominent role in creativ-
ity-intensive processes. Yet, one of the main findings of the present study is that ap-
provals/reviews are one of the most relevant strategies that are applied by creative 
organizations with the purpose of mitigating operational and creative risks. However, 
these reviews/approvals do not aim at evaluating the creative person, but the creative 
product, in order to guarantee that it will meet the client’s expectations. In fact, feed-
back provided by reviews and daily meetings (so-called dailies) are seen as fostering 
intrinsic motivation; these meetings are held in a democratic, collaborative way, 
where everybody has the right to bring forward their opinions and ideas. The find-
ings with regard to review/approval hence do not contradict the existent literature 
that posits that evaluation and reward systems may adversely affect intrinsic motiva-
tion. On the contrary, the existent literature can complement the understanding of the 
role of approval and review processes; apparently, creative supervisors have to be 
cautious about how these approvals are conducted.  
Moreover, the present study reveals other relevant properties, namely working style, 
location, and the understanding of the requirements of the creative product of the 
category artist. The nascent theory explains how these properties are considered by 
creative supervisors when managing creativity-intensive processes. Particularly the 
property understanding of requirements of the creative product, which is shared by 
the categories of the artist, creative supervisor, and client, turned out to be one of the 
primary factors that shape creativity-intensive processes. The study reveals strategies 
in communicating with the client that are applied with the purpose of creating a mu-
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tual understanding of the requirements. Further relevant properties of creative super-
visors are their supervising expertise, their accountability, and their role as a process 
intermediary. Also, creative supervisors develop an understanding of the require-
ments of the creative product. Similarly, clients have a certain level of expertise 
(property client expertise) and a location that impact on the creativity-intensive 
process and the way it can be managed. 
It can be concluded that the present study complements, and can be complemented 
by, the existent literature on antecedent conditions, cognitive factors, personality, 
knowledge, and motivation of creative persons. First, from a BPM perspective, it 
provides a more specific picture of creative persons by distinguishing different crea-
tive roles within creativity-intensive processes. Such a detailed view is desirable in 
order to understand the complex interplay of different roles that are salient in creativ-
ity-intensive processes. The study further contributes to the literature by identifying 
those properties of creative persons that are of particular relevance when managing 
creativity-intensive processes. For example, the study indicates that for process man-
agers in creative organizations it is important to understand the process-related skills 
of the involved actors, including their ability to assess what it takes to carry out or to 
break down a particular process. At the same time, concepts from the literature ena-
ble to enhance the explanatory power of the categories of the artists, the creative 
supervisor, and the client by providing, and explaining, antecedent, personality, and 
cognitive factors that impact on a person’s capacity of acting creatively. While it is 
expected that much of what the study has revealed is applicable to other contexts, 
this transfer will require further empirical research. 
8.2.2 Relationship to Theories at the Group Level 
Thus far, the encounter with the related literature has focused on the personal factors 
or properties of creative persons that impact the process. Yet, as has been argued 
earlier, organizational creativity does not take place in isolation. Williams and Yang 
(1999), for example, identify a conflict between “the creative thinker whose ideas are 
fostered through solitary, focused work” and the “team-oriented, organizational lead-
er who focuses squarely on working with others within the system” (p. 389). The 
present study reveals that creativity-intensive processes are highly collaborative. 
They involve teams of artists, clients, as well as organizational leaders, who were 
conceptualized by the category of the creative supervisor. Thus, creative organiza-
tions are forced to find a balance between both types of creative acting. While they 
are forced to collectively work on creative products, they must also support artists in 
their individual creativity. 
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At the group level, theories suggest various characteristics of successful creative 
groups. Important concepts are leadership, group composition, group structure, cohe-
siveness, and resource availability (e.g. King & Anderson, 1990; Payne, 1990). Gen-
erally, creative groups should be heterogeneous and not too large (Amabile, 1998; 
Paolillo & Brown, 1978) and leadership should be democratic and collaborative, so 
as to allow for maximal creative performance (King & Anderson, 1990). Aspects 
such as leadership and group composition have implications for the categories crea-
tive supervisor and strategies in internally managing creativity-intensive processes in 
particular. One of the main strategies in internally managing creativity-intensive 
processes is that of team building. The study suggests that creative supervisors con-
sider properties such as process expertise and creative skills in order to make sure 
that teams have the capabilities that are required to carry out certain tasks. Moreover, 
teams are often built in a way that is thought to facilitate knowledge transfer (e.g. by 
composing teams of both senior and novice artists). 
The related literature suggests that if very creative (heterogeneous, democratic) 
groups carry out certain tasks, there will be a tendency for this to lead to high uncer-
tainty with regard to process and outcome (e.g. Amabile, 1998). Consequently, crea-
tive supervisors need to decide carefully where within the creativity-intensive 
process high uncertainty is desirable in order to enhance the creative potential. Exis-
tent models can thus further the understanding of the strategy of team building. 
It has been asserted that group performance (the creative output of a group) is re-
duced due to errors in task performance strategies, such as poor integration of the 
members’ efforts (Woodman et al., 1993; Hackman & Morris, 1975). Problem-
solving within groups can become more effective by training in problem-solving 
skills (Bottger & Yetton, 1987). It has also been asserted that the success of a group 
depends on the weight that is given to the responses of the most capable persons of 
the group (Yetton & Bottger, 1983). These insights may be conducive to the applica-
tion of strategies in order to manage creativity-intensive processes so as to enhance 
the performance of the overall group. 
With regard to social information or social knowledge, Woodman et al. (1993) write 
that “groups provide an arena in which members can use others as resources to aug-
ment their own knowledge. In this manner, the member does not just add to his own 
knowledge but uses others’ knowledge to stimulate the usefulness of his or her 
skills” (p. 303). The present study reinforces the role of knowledge of group mem-
bers. One of the study’s main findings is that stimuli provided among group mem-
bers (artists, supervisors, and clients) are seen as being of high relevance for the 
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group’s creativity. The case organizations thus seek to make existent knowledge 
available and to disseminate this knowledge among group members. In a broader 
sense, this knowledge includes artifacts that have been created previously. This is in 
concurrence with Woodman et al. (1993) who further write that “other types of in-
formation available in the work context will affect individuals and group 
processes/outcomes” (pp. 303-304). 
It can be concluded that the existent literature on creativity at the group level sup-
ports and complements the findings of the present study. Teams in the case organiza-
tions, for example, turned out to be characterized by democratic and collaborative 
leadership. All creative workers who were interviewed in the case organizations per-
ceived themselves as team players contributing to a creative process. The role of the 
creative supervisor as the team-oriented leader turned out to be crucial for both ac-
complishing business goals, such as resource and time efficiency, as well as creative 
performance. The existent literature complements the present study by providing an 
in-depth understanding of different factors related to group composition, group cha-
racteristics, and group processes. At the same time, concepts that were presented in 
this study complement existent models by explaining specific strategies in managing 
creative, client-focused, interdependent, and repetitive business processes. The 
process-centric view provides a novel perspective on creative groups, their interac-
tions, and management strategies that are applied within creative organizations. 
8.2.3 Relationship to Theories at the Organizational Level 
At the organizational level, existent theories reveal factors that influence the so-
called organizational climate which, in turn, influences creative performance (Runco, 
2007; Ryhammer & Smith, 1999). Important factors include encouraging risk taking, 
supporting the free exchange of ideas, legitimization of conflicts, and the separation 
of the generation of creative products and their evaluation (Cummings & O'Connel, 
1978; Basadur et al., 1982). Another group of contextual influences on creativity is 
the availability of creativity training programs (Wheatley et al., 1991). 
Some of these factors are also indicated by the present study. Examples include the 
free exchange of ideas, as well as the separation of the generation of creative prod-
ucts and their evaluation through approval processes. Yet, it became evident that 
there is an intimate connection between doing creative work and approval. As the 
processes that were investigated are client-focused, every creative product must, 
above all, meet the client’s expectations. Likewise, a climate of risk taking was ob-
served as organizations are aware of creative risks, but seek to mitigate these by im-
plementing according strategies. Thus, the process-oriented perspective exhibits 
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when within creativity-intensive processes risk taking is explicitly encouraged. One 
of the study’s main findings suggests that these sections are associated with high 
levels of uncertainty and creative potential.  
Another factor that has been paid attention to is that of information exchange or 
communication both within the organization and with the external environment 
(Woodman et al., 1993; Cummings & O'Connel, 1978). It has been asserted that an 
organization’s ability to use external information is crucial for its innovation (Cohen 
& Levinthal, 1990; Zahra & George, 2002). This is congruent with the findings of 
the present study, which indicate that organizations use external information to learn 
about what has been done previously, for example. Searching the web for existent 
artifacts in order to generate stimuli is a typical strategy. Moreover, the case organi-
zations foster intra-organizational exchange of ideas through internal reviews and the 
use of knowledge management technology. 
Altogether, the proposed theoretical framework can be enhanced by the concept of 
the organizational climate. Moreover, creative organizations may consider formal 
creativity training programs. 
8.2.4 Relationship to Multilevel Models of Organizational Creativity 
How does the model presented in this research relate to the rather complex models of 
organizational creativity as proposed by Woodman et al. (1993) and Drazin et al. 
(1999)? The question has been partly answered in chapter 2 when it was argued that 
the study would investigate a particular type of processes (those that can be described 
as creative, intensively involving the client, interdependent, and repetitive) and 
would particularly focus on the dynamics of creativity-intensive processes and on 
how the processes can be managed. In contrast, Drazin et al. (1999), for example, 
investigate a particular type of process that they describe as “an interdependent, 
complex, large scale, long duration organizational project” (1999, p. 287). 
As the above encounter with the related literature has shown, the present model also 
complements, and is complemented by, the complex model that has been proposed 
by Woodman et al. (1993). Their model provides a comprehensive account of factors 
that impact organizational creativity, group creativity, and individual creativity. As 
the above discussion has shown, these factors can be used in order to enhance the 
explanatory power of the concepts that constitute the substantive theory developed in 
this study.  
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In summary, the process-oriented view that has been suggested in the present study 
offers a perspective on creativity that involves individual, group, and organizational, 
as well as creative and non-creative aspects at the same time. Considering existent 
theories at individual, group, and organizational level fosters the understanding of 
central categories, including roles such as artists and supervisors, but also strategies 
that are applied in order to manage creativity-intensive processes. Fig. 8.1 provides 
an overview. 
 
Fig. 8.1: Relationship between existent literature on creativity and the present 
study 
8.2.5 Relationship to Models of the Creative Process 
Thus far, the emergent theory has been related to theories at the individual, group, 
and organizational level. For the most part, these theories explain independent va-
riables that impact the dependent variable of the creative outcome. Thus, the above 
discussion was led in a predominantly functionalist-reductionist manner (Rousseau, 
1985), where creativity is seen as an outcome, rather than a process. In the following, 
process models of creativity are discussed and related to the present study. 
Research on the creative process started in the first half of the 20th century (e.g. Wal-
las, 1926; Patrick, 1935; Hadamard, 1945). The original so-called four stage model 
comprises of the stages (1) preparation, (2) incubation, (3) illumination, and (4) veri-
fication (Wallas, 1926). The model has influenced various influential researchers 
(e.g. Osborn, 1957), and even more recent studies draw on it (e.g. Amabile, 1988). 
Yet, there are other studies that reject the potentially superficial four stage descrip-
tion in favor of an integrated approach (e.g. Ghiselin, 1963). Consequently, in the 
second half of the twentieth century, particular attention was paid to more detailed 
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sub-processes that are involved in creativity (e.g. Ochse, 1990; Sternberg & Lubart, 
1995). 
In his discussion of existent models of the creative process, Lubart (2001) concludes 
that “several key questions about the creative process remain” (p. 301). These ques-
tions include the differences between creative and non-creative processes, the ques-
tion of to what extent creative processes are recursive, or the generality of the crea-
tive process. With regard to the last aspect, for example, he notes that ”there may be 
a difference between the creative process involved in online productions, such as 
acting or playing improvisational jazz, and offline productions, such as writing a 
script for a play or composing a symphony” (Lubart, 2001, p. 304). 
Moreover, as has been asserted by Drazin et al. (1999), in the literature on creativity 
“there seems to be an implicit assumption, that the creative process is alike at all le-
vels of analysis – that is, for individuals, groups, and organizational systems” (p. 
288). With regard to BPM such an assumption cannot be made. Business processes 
vary on various organizational levels, involve different resources, and are highly de-
pendent on a complex interplay of organizational variables. 
An in-depth understanding of the above described issues becomes critical when or-
ganizations seek to manage business processes that include creativity. For example, it 
must be assumed that business processes that contain creativity are by no means sole-
ly creative but also involve rather transactional and technical tasks. Moreover, 
process managers are forced to understand the processes’ nature including involved 
sub-processes and recursion. In particular, in the present study it is argued that mod-
els must be capable of linking stages and sub-processes of organizational creative 
processes to strategies and IT systems that organizations use in order to successfully 
manage their processes. It cannot be assumed that the creative output is the only re-
levant measure, as organizations have to consider business imperatives such as time, 
cost, and resource consumption. 
The study shows that typical stages such as incubation and verification (Lubart, 
2001) of individual creative processes can also be found in organizational creative 
processes. Thus, organizational creative processes can be seen as up-scaled individu-
al creative processes where the single creative individual is replaced by a creative 
organization where various individuals in a complex interplay generate what can be 
referred to as the creative product. Consequently, creativity can no longer be viewed 
as a solely individual act of imagination, but a collaborative effort of organizational 
stakeholders that requires much communication, inhibits great conflict potential, and 
thus requires organizations to use certain strategies in order to successfully manage 
Discussion of Findings: Relating the Theory to the Literature – 193 – 
this organizational creative process. In other words, at the one extreme there is the 
painter who draws a painting. Incubation, iterations through product development, 
and all the reviews happen in her head. At the other extreme there is the production 
of a movie where hundreds of creative people must be coordinated in order to colla-
boratively generate a very complex creative product. 
8.3 Relationship to the IS and BPM Literatures 
Having discussed the relationships of the emergent theory to the existent literature on 
creativity and creativity research, the present study is now related to the literatures on 
IS and BPM. Once more, it must be noted that it is not claimed that the attempt in 
engaging with existent theory has been exhaustive. Instead, four themes were se-
lected that emerged as being particularly relevant to this study. First, the relationship 
to knowledge-intensive processes is discussed (chapter 8.3.1). The study has af-
firmed that there is a close relationship between knowledge-intensive processes and 
what has been identified as creativity-intensive processes. In particular, the concept 
of what will be referred to as the creative worker is discussed in this context. Second, 
the relationship to the knowledge management literature is conversed (chapter 8.3.2). 
The study posits that knowledge creation, storage, and transfer play a salient role 
within creativity-intensive processes. Third, the relationship to the concept of the 
process manager is elaborated (chapter 8.3.3). This topic was chosen grounded in the 
emergence of the category of the creative supervisor that takes a central role in the 
management of creativity-intensive processes. Fourth, the study is related to the 
treatment of creativity in the IS literature (chapter 8.3.4). 
8.3.1 Relationship to the Literature on Knowledge-intensive Processes 
In the noncommittal literature review (compare chapter 2), particularly the work on 
knowledge-intensive processes and knowledge workers was considered. The study 
has shown the existence of many parallels between knowledge-intensive processes 
and what has been identified as creativity-intensive processes. Considering Daven-
port’s (2005) model (compare chapter 2.3), the investigated processes can be framed 
as belonging to the collaboration model. In conclusion, it is proposed to view creativ-
ity-intensive processes as a sub-class of knowledge-intensive processes that are cha-
racterized by high levels of collaboration, judgment, and, in particular, uncertainty 
with regard to process outcome, required resources, and process structure. Put simp-
ly, creativity-intensive processes are knowledge-intensive processes that generate 
creative products. 
Discussion of Findings: Relating the Theory to the Literature – 194 – 
Davenport (2005) further argues that knowledge work processes may be subdivided 
into their constituent stages. He notes that some of these stages may be more suitable 
for structuring than others. Obviously, this is similar to what has been conceptualized 
as varying levels of structure in the present study. What Davenport describes as those 
sections of a process that are less amenable for structuring is comparable to what has 
been called creativity-intensive sub-processes (an alternative notion is that of a pock-
et of creativity). In brief, Davenport (2005) suggests viewing knowledge work as a 
process. However, he argues, one must be cautious to not exclusively rely on the 
process perspective as much of this work is not well-structured. This is congruent to 
the findings of the present study, which provide a process-centric view on creative 
work. The study indicates that creativity-intensive processes comprise of both well-
structured and highly creative parts. The processes are further highly iterative and 
collaboration- and communication-intensive. 
As indicated in chapter 2 on the non-committal literature review, Harmon (2007) 
introduces a continuum where “ordinary workers” work on simple procedural 
processes, knowledge workers on more complex processes, and experts on unique 
and extremely challenging processes. The present study has shown that artists de-
serve special attention. It is thus proposed to extend the continuum with the role of 
creative workers, which is a generalization of the concept of the artist. Alike experts, 
creative workers work on unique and extremely challenging processes. And although 
Harmon states that expert work can involve the creation of new products and even 
writes that it “involves thought and creativity” (p. 278), it is this author’s belief that it 
is necessary to further distinguish between those experts whose work often relies on 
convergent thinking and those whose tasks are primarily characterized by originality, 
divergent thinking, and exploration. A business consultant, for example, in many 
cases has to solve problems through the application of complex methods from opera-
tions research. Without any doubt, this consultant is an expert worker. However, this 
task would not be a creative task as the solution would not necessarily be novel but 
only useful. In another situation, the same consultant may be asked to develop a 
whole new business model, which in fact would be a highly creative task. Another 
example is software development which, in many cases, will require creativity. Thus, 
the line between the two types of work is somewhat blurred. Yet, at the same time, 
there will often be big differences between the work of creative workers and that of 
other experts. Monetary rewards, for example, may foster the motivation of many 
experts, while they will not work to increase the intrinsic motivation of the majority 
of creative workers. Creative workers can thus be framed as experts whose processes 
are very much characterized by uncertainty and not only require high levels of exper-
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tise, but also creative skills. Fig. 8.2 provides an overview of how Harmon’s frame-
work may be extended. 
 
Fig. 8.2: Creative workers in business processes (adapted from Harmon, 2007) 
In summary, creativity-intensive processes can be framed as a sub-class of know-
ledge work (or knowledge-intensive processes). The present study thus complements 
the BPM literature on these types of processes by providing a substantive theory that 
is grounded in empirical data. At the same time, existent literature on knowledge 
management and knowledge work processes can provide additional insights into how 
creativity-intensive processes can be managed. 
8.3.2 Relationship to the Knowledge Management Literature 
The emergent theory asserts that knowledge plays a salient role in creativity-
intensive processes. This is epitomized by properties such as knowledge-intensity of 
the category of the creativity-intensive process, or process expertise and creative 
skills of the category of the artist. The study thus indicates that, by the application of 
knowledge management technologies and conscious knowledge dissemination 
through team building, creative organizations seek to enhance both creative and op-
erational process performance. The literature on knowledge management can help to 
further the understanding of the role of knowledge with regard to creativity and in-
novation. The knowledge-based theory of the firm (Cole, 1998; Nonaka, 1994; 
Spender, 1996) asserts that knowledge has a substantial impact on organizational 
success and must be considered as a prerequisite for innovation (Nelson & Cooprid-
er, 1996). Knowledge may even be seen as constituting the only source of sustainable 
competitive advantage (Nonaka, 1991; Kogut & Zander, 1992). Moreover, the litera-
ture provides an understanding of different types of knowledge processes that play a 
salient role in any organization. Alavi and Leidner (2001), for example, identify crea-
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tion, storage/retrieval, transfer, and application as four integrated knowledge 
processes. The literature further identifies different types of knowledge; generally, it 
can be distinguished between tacit and explicit, and individual and organizational 
knowledge (Spender, 1996). Both an organization’s explicit knowledge base and the 
capabilities of meaningfully transform explicit into tacit knowledge can be seen as 
being critical to the process of organizational knowledge creation (Cole, 1998; Non-
aka, 1991; Spender, 1996). Knowledge also plays a prominent role with regard to a 
person’s or an organization’s capacity of acting creatively. Sheinderman (1998), for 
example, introduces a framework that posits a number of foundational beliefs; the 
first one states that “New Knowledge is Built on Previous Knowledge” (p. 90). He 
further argues that computing technology can be helpful in the otherwise difficult, 
costly, and time consuming process of locating the relevant knowledge. 
The knowledge management literature thus provides an in-depth understanding of 
how organizations create, store/retrieve, transfer, and apply knowledge. These 
processes could also be observed within the creative organizations: Knowledge is 
created within creativity-intensive processes. It is stored within knowledge-based 
systems, retrieved, transferred, and applied. The study also indicates that the transfer 
of knowledge is part of strategies in internally managing creativity-intensive 
processes through team building, for example. It became noticeable that those parts 
of creativity-intensive processes that are particularly creative also rely on the applica-
tion of the involved artist’s tacit knowledge. 
8.3.3 Relationship to the Concept of the Process Manager 
The category of the creative supervisor emerged as being salient in the context of 
managing creativity-intensive processes. The study suggests that creative supervisors 
are responsible for creativity-intensive processes. Harmon (2007) asserts that “for 
each process, there must be someone who is responsible for the day-to-day function-
ing of that process” (p. 114). This role he refers to as that of a process manager.9 
Process managers carry out the typical management tasks of plan, lead, organize, and 
control (Harmon, 2007). In the following, some central statements with regard to the 
role of a process manager are used in order to relate her role to that of the creative 
supervisor. First, with regard to the responsibilities of a process manager, Harmon 
(2007) writes the following:“The process manager is responsible for what happens as 
the process is executed. He or she is also responsible for working with suppliers, 
customers and support processes to assure that the process he or she manages has the 
                                                          
9  It must be noted that there are differing definitions of the role of the process manager in the re-
lated literature (e.g. Neumann et al., 2003). 
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resources and support it needs to produce the product or service the process’s cus-
tomer wants” (p. 115). 
The key issues that Harmon describes in this paragraph pertain to creative supervi-
sors, too. Creative supervisors work as process intermediaries; i.e. they are responsi-
ble for working with involved stakeholders from outside the organization, such as 
clients. Moreover, they apply strategies such as resource allocation in order to make 
sure that the process runs smoothly. The study further reveals that creative supervi-
sors are particularly characterized by an intensive involvement into the process. They 
not only allocate resources and monitor the process, but they are also responsible for 
making final decisions. Thus, creative supervisors are actively involved in the 
process of generating creative products. Harmon (2007) makes a further interesting 
comment with regard to the stage of the process lifecycle in which process managers 
usually get involved: “Most process managers are assigned to manage an existing 
process that is already organized and functioning. Thus, their assignment does not 
require them to organize the process from scratch, but, if they are wise, they will 
immediately check the process to assure that it is well organized and functioning 
smoothly” (Harmon, 2007, p. 117). 
The present study indicates that creative supervisors in creativity-intensive processes 
must be able to quickly respond to changing requirements. Much of this is due to the 
fact that creativity-intensive processes are characterized by uncertainty with regard to 
process, outcome, and required resources. Consequently, creative supervisors must 
have particular competencies so as to be able to successfully manage creativity-
intensive processes. 
Even though none of the case organizations used the terminology of a process man-
ager, there was clear evidence for the existence of roles that, in accordance to the 
above provided definition, can be framed as process managers. Creative supervisors 
can be described as operational process managers who are particularly characterized 
by being intensively involved in the process. Due to the creative nature of the 
processes, they need the ability and authorization to quickly respond to changing 
requirements with regard to the process-related object (the creative product) and the 
process, including process design and resource allocation. The study also reveals that 
usually there is a hierarchy of creative supervisors (or process mangers) with differ-
ent responsibilities. In VFX production, for example, creative supervisors may be 
responsible for the whole production pipeline, for a sub-process (e.g. compositing), 
or for certain artifacts, such as a sequence or a character. The latter ones may be 
called sequence or character leads, for example. 
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8.3.4 Relationship to Creativity Research in the IS Literature 
Shneiderman (2000) proposes a research agenda with a set of interrelated activities 
which he argues could benefit from software support. These are searching and 
browsing digital libraries, consulting with peers and mentors, visualizing data and 
processes, thinking by free associations, exploring solutions, composing artifacts and 
performances, reviewing and replaying session histories, and disseminating results. 
The present study reinforces the relevance of the majority of these activities within 
creativity-intensive processes. This research has also shown how creative organiza-
tions use software in order to support such activities in real world scenarios. Exam-
ples include the use of asset management systems with the purpose of retrieving pre-
viously generated artifacts or group communication systems that facilitate consulta-
tion with peers. 
In the literature, also specific designs have been proposed as a means of fostering 
both individual and group creativity and have been tested with regard to their influ-
ence on creative performance (e.g. Malaga, 2000; Massetti, 1996; Abraham & 
Boone, 1994; Rouse, 1989; Stenmark, 2001). Basically, so-called creativity support 
systems (CSS) aim at providing stimuli to users in order to enhance their creative 
performance. The present study also suggests that providing stimuli is of high relev-
ance within creativity-intensive processes. Asset management systems, for example, 
are used in order to support strategies for stimulating creativity (such as the strategy 
of showing references). 
The existent literature also supports the assertion that group communication systems 
can further creativity at the group level (e.g. Kristensson & Norlander, 2003; Nuna-
maker & Appelgate, 1987; Nagasundaram & Bostrom, 1995). This is reinforced by 
the present study, too. Process managers (creative supervisors) in creativity-intensive 
processes are responsible for managing communication both within the organization 
and with clients outside the organization. In doing so, they apply group communica-
tion systems in all stages of creativity-intensive processes (i.e. understanding the 
requirements, doing work, and evaluation).  
The present study hence contributes to the discussion of creativity in the IS literature 
by linking classes of IT systems to particular strategies that are used within creativi-
ty-intensive processes. It thus establishes a connection between the processes’ dy-
namics and the use of IT to foster creativity. At the same time, existent IS literature 
on supporting both individual and group creativity can further the understanding of 
the use of IT within creativity-intensive processes. For example, creativity support 
systems may be considered by creative organizations in order to support their crea-
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tivity-intensive processes. Therefore, the present study can also contribute to the dis-
cussion on creativity support systems by providing a process-centric perspective that 
may indicate where within complex creativity-intensive processes creativity-support 
may be needed. Here, the concept of pockets of creativity may provide useful guid-
ance in order to identify those sections. 
Other studies relate to how creativity can improve different stages in the process of 
system design (Maiden et al., 2004; Cooper, 2000; Ocker et al., 1995; Nguyen et al., 
2000). It is expected that findings of the present study can also inform the under-
standing of the system design process. Much of what characterizes creativity-
intensive processes in the creative industries is expected to be also valid in the dis-
cipline of software engineering. Processes are client-focused and include creativity, 
for example. Nguyen et al. (2000) state that “early stages of the RE [requirements 
engineering] process involve developing understanding of a problem situation, the 
problem domain, and the requirements for achieving improvements in the problem 
situation” (p. 1). The stage of requirements engineering in software development thus 
appears to be comparable to what has been labeled the stage of understanding and 
refining the requirements of the creative product in creativity-intensive processes. 
Thus, the present study has the potential of further explaining how the process of 
system design can be managed. However, more empirical research is required as the 
present study is limited to the substantive area of film and VFX production. 
Fig. 8.3 provides an overview of the relationship between the present study and the 
treatment of creativity in the IS literature. 
 
Fig. 8.3: Relationship between the IS literature and the present study 
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8.4 Chapter Conclusion 
In this chapter, the emergent theory was compared and contrasted with existent lite-
rature. In doing so, it was related to organizational theories on creativity, as well as 
to the literatures on BPM and IS. Creativity-intensive processes were classified as a 
sub-class of knowledge-intensive processes that is characterized by high levels of 
collaboration, divergent thinking, and high risks due to uncertainty in outcome, re-
quired resources, and process structure. Moreover, the chapter showed that the emer-
gent theory largely complements with existent theories on creativity at various levels. 
Only in some instances, such as the intertwining of reviewing and generating the 
creative product, potential conflicts were identified. Thus, in order to fully under-
stand the substantive area that was studied, not only the emergent theory, but also 
existent theories at the individual, group, and organizational level may be considered. 
Engaging with existent theories also suggests that the nascent theory may be applica-
ble to further areas. Categories such as the artist have been subject to research. How-
ever, the emergent theory proposes new properties that contribute to the body of 
knowledge. 
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9 CLOSURE 
Nothing is as practical as a good 
theory. 
Kurt Lewin 
9.1 Chapter Introduction 
This chapter concludes the study. In doing so, it revisits the research questions, dis-
cusses contributions, as well as the implications the study results have for research 
and practice. Moreover, limitations of this study are discussed against the back-
ground of its interpretive nature and the research method that was applied. Finally, an 
outlook to the future research agenda is provided. 
9.2 Revisiting the Research Questions 
Research question 1: What characterizes business processes in the creative indus-
tries and what are the contextual factors that organizations in 
this industry need to consider when managing these 
processes? 
The study suggests that business processes in the creative industries (more specifical-
ly: in film and VFX production) are characterized by uncertainty with regard to out-
come, structure, and resources. They are knowledge-, communication-, and collabo-
ration-intensive and highly iterative. One creativity-intensive process can cover vari-
ous levels of structure, often ranging from well-structured and highly predictable to 
highly creative and not having any predetermined structure at all. The study further 
explains the dynamics of creativity-intensive processes; put simply, they iterate be-
tween understanding the requirements, doing work, and review. A number of factors 
that shape the context in which creativity-intensive processes are carried out emerged 
from the data. The primary factors that shape the processes are the people who are 
involved in the processes, as well as certain resource constraints, and the available IT 
infrastructure. The engagement with existent theory that was presented in the pre-
vious chapter advanced the understanding of these salient categories and properties. 
For example, existent theories further explain concepts such as the creative climate 
of an organization. 
Research question 2: What particular strategies do organizations use within busi-
ness processes to manage creativity?  
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The study proposes two major types of strategies that organizations in the creative 
industries use in order to manage their processes: strategies in internally managing 
creativity-intensive processes, and strategies in communicating with the client. The 
study further links these strategies to the different stages of creativity-intensive 
processes. 
Research question 3: How are these strategies combined, and how are they sup-
ported by information technology? 
The study explains how strategies are combined (e.g. showing references and provid-
ing stimuli) and what IT systems organizations use in order to support these strate-
gies (e.g. asset management systems in order to support the strategies of showing 
references and providing stimuli). 
Research question 4: What are the intended consequences of applying a set of strat-
egies in order to manage creativity in business processes? 
What are the unintended consequences? 
The study reveals that organizations in film and VFX production seek to gain both 
creative and operational process performance, while simultaneously mitigating crea-
tive and operational risk.  
It is concluded that the study provides ample answers to the quite general research 
problem as well as to the more detailed research questions. 
9.3 Contributions and Implications 
This research has implications for both theory and practice. As will be shown in the 
subsequent sections, it contributes to the body of knowledge on creativity and BPM 
research. Moreover, conclusions can be drawn from the present study that are hoped 
to be beneficial for the practice of BPM. It is expected that these conclusions can 
support BPM practitioners who manage business processes that include creativity. 
9.3.1 Contributions and Implications for Theory 
This research proposes an emergent, substantive theory about the management of 
business processes that highly rely on creativity. The theory is substantive as it is 
based on empirical evidence that was collected in the specific area of film and VFX 
production. It is emergent as it is based on an exploratory study that aimed at induc-
tively building theory as opposed to testing theory. However, given the weak con-
structionist view that was posited in chapter 3.3, this research may be complemented 
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by positivist, hypothesis testing research. The substantive theory that was developed 
in this study can be summarized as follows: 
Creativity-intensive processes in film and VFX production are shaped by a complex 
interplay of artists, clients, and organizational resources. Creativity in business 
processes causes high unpredictability with regard to process structure, required 
resources and process outcome. Therefore, so-called creativity-intensive processes 
are characterized by an iteration between creating a mutual understanding of the 
requirements of the creative product, generating the creative product, and reviewing 
it. In order to manage this process, creative supervisors act as process intermedia-
ries and apply various strategies in both internally managing the process and com-
municating with clients while they pursue both creative and operational process per-
formance. Only when the process is completed, requirements of the creative product 
are fully understood. 
The proposed substantive theory has the primary purpose of analysis and explana-
tion. Tab. 9.1 provides an overview of the structural components of the nascent 
theory utilizing Gregor’s (2006) taxonomy (see also chapter 3.6.1). 
Tab. 9.1:  Structural components of the emerging theory 
Theory component Instantiation  
Means of representation Textual and graphical 
Primary constructs Creativity-intensive process, artist, creative supervisor, client, 
IT context, constraints, creative product, strategies in managing 
creativity-intensive processes, consequences 
Statements of relationship In form of propositions, graphical illustrations, and rich textual 
description (Walsham, 1995) 
Scope Processes in organizations where creativity is a core competitive 
factor and/or part of the organization’s primary activities 
Causal explanations Causal explanations are present. However, the focus is on the 
reciprocal nature of the relationships in order to understand the 
interaction of humans and IT in the processes studied (Orli-
kowski & Baroudi, 1991) 
Testable propositions Propositions are present; to be testable, however, these proposi-
tions have to be further developed into more general statements 
Prescriptive statements Not present 
The emergent theory was presented by the means of textual description, propositions, 
and two graphical illustrations. These conceptualizations provide different perspec-
tives onto the same ideas. Textual description was used in order to provide “rich in-
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sight” (Walsham, 1995) into the complex phenomenon that was studied. Wal-
sham (1995) states that IS case studies can produce four types of generalizations: the 
development of concepts, the development of theories, drawing of specific conclu-
sions, and the contribution of rich insights. These generalizations are explanations of 
a particular phenomenon that was studied in a particular context. He further notes 
that such generalizations are not mutually exclusive. In the emergent, substantive 
theory all four types of generalizations are present. Tab. 9.2 provides an overview. 
Tab. 9.2:  Generalizations drawn from this research 
Generalization This research 
Concepts The study produced a number of concepts; the creativity-
intensive process is the central concept (or core category) of this 
research. Other concepts represent contextual factors, strategies 
and consequences. 
Theory The relationships between the concepts (or categories) form a 
substantive theory that can be described as theory for analysis 
and explanation. 
Drawing of specific conclusions The study draws specific conclusions with regard to the use of 
strategies and IT in creativity-intensive processes. The proposi-
tions were formulated rather as tendencies than as predictions 
(Walsham & Waema, 1994). 
Contribution of rich insight The study provides rich insight into the phenomenon that was 
studied. These rich insights were presented in form of textual 
description. Rich insight is thought to capture aspects “that are 
not easily categorized as concepts, theories. or specific implica-
tions” (Walsham, 1995, p. 80). 
Considering the first non-committal literature review, as well as the stage of relating 
the emergent theory to the literature, it can be concluded that the emergent, substan-
tive theory contributes to both the literature on creativity and BPM: 
• By explaining the dynamics and context of creativity-intensive processes 
it provides a response to the assertion that the majority of existent models 
views creativity as an outcome rather than a process and thus contributes 
to the literature on creativity. The process of relating the nascent theory to 
the existent literature revealed that the substantive theory complements, 
and can be complemented by, existent theories on creativity at the indi-
vidual, group, and organizational level. 
• By explaining how organizations can manage creativity-intensive 
processes by applying a set of strategies and IT, the emergent theory con-
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tributes to the BPM literature. Creativity-intensive processes are a sub-
type of knowledge-intensive processes. 
The contributions and implications for to the practice of BPM are further discussed 
in the next section. 
9.3.2 Contributions and Implications for the Practice of BPM 
The results of the study suggest that creativity implies significant challenges for 
process managers. Gregor (2006) states: “Theories are practical because they allow 
knowledge to be accumulated in a systematic manner and this accumulated know-
ledge enlightens professional practice” (p. 613). It has been asserted in the literature 
that grounded theory studies in particular are capable of generating theory that is 
highly relevant to practice (Glaser, 1978; Fernández et al., 2002). Glaser (1978) ar-
gues that grounded theorists can contribute a great deal by providing the ‘man in the 
know’ with substantive theory, and expresses a number of arguments suggesting the 
high practical relevance of grounded theory studies (compare Tab. 9.3, left column). 
Arguably, the BPM domain is a field characterized by high relevance to practice 
(Rosemann, 2008). In this domain the relevant ‘man in the know’ may be a BPM 
professional, process owner, or manager responsible for a particular process. It is 
argued that the emergent theory provides these stakeholders with information and 
insights that are relevant to their task settings. Tab. 9.3 links the arguments provided 
by Glaser (1978) to the practice of BPM. 
Tab. 9.3:  Practical relevance of grounded theory studies of BPM phenomena 
Arguments for practical relevance, 
adopted from (Glaser, 1978) 
Practice of BPM 
Practitioners get the ability of identifying 
additional consequences, conditions, and 
strategies beyond of those that were 
empirically known to them. 
Particularly those BPM practitioners that are relatively 
new to a field will profit from theory that explains 
essential conditions, strategies and consequences. 
Thus, grounded theories can be used to inform practi-
tioners about both intended and unintended conse-
quences and, for example, may facilitate risk manage-
ment. 
Practitioners are supported in expanding 
the description and meaning of incidents 
by placing them into the greater context. 
The BPM practitioner is able to abstract from a specific 
situation (such as a specific process failure), reflect on 
it, and develop new solutions to the problem situation 
at hand. 
Increasing the expert’s capacity to know 
by introducing a limited number of con-
cepts that can be applied in various situa-
tions. 
Grounded theorists try to generate categories with great 
explanatory power. Such powerful concepts can be 
easily remembered and applied by BPM practitioners 
in various contexts. 
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Arguments for practical relevance, 
adopted from (Glaser, 1978) 
Practice of BPM 
By expanding the practitioners’ theoreti-
cal knowledge, they are enabled to ex-
pand their capacity to deal with new, 
more complex situations, as their know-
ledge is not limited to particular inci-
dents anymore. 
BPM practitioners can take responsibility for more 
complex processes. By applying theoretical knowledge 
they are no more limited to only knowing certain in-
stances of particular processes. 
The theory helps experts to emancipate 
from restrictions of their specific exper-
tise as theory enables them to become 
more open to change as they begin to see 
that certain incidents are mere patterns of 
a process. 
Business processes in many industries are highly dy-
namic and require BPM practitioners to constantly 
adapt to new challenges. Thus, emancipation can be 
seen as an important enabler for process change. 
It is hoped that the proposed theory is of high practical applicability as it fits the 
substantive area of the study and is thought to hold an adequate level of generality to 
be applicable to a range of processes that rely on creativity. Moreover, it is thought to 
be understandable to practitioners and suggests useful advice on how to manage 
creativity in business processes (Glaser & Strauss, 1967; Orlikowski, 1993). Process 
managers can thus utilize the framework to analyze their creativity-intensive 
processes, understand the contextual setting, and implement strategies to simulta-
neously pursue both operational process performance and creative process perfor-
mance. In the following, four topics are discussed in more detail: the implications of 
the present study for managing creativity-intensive processes, the process of process 
management (process life-cycle), software support, and the modeling of creativity-
intensive processes. The relevance of these areas for the practice of BPM has been 
widely discussed in the literature (e.g. Dumas et al., 2005; Becker et al., 2003; Har-
mon, 2007; Broadbent et al., 1999). A set of normative statements (guidelines) is 
proposed. These guidelines are grounded in the present study; yet, it must be noted 
that they are the researcher’s conclusions and have not been subject to evaluation.  
9.3.2.1 Managing Creativity-intensive Processes 
This section provides a number of conclusions that are discussed with relationship to 
the main stages of creativity-intensive processes; i.e. understanding and refining the 
requirements, doing work, and evaluation. For these conclusions also compare ( Sei-
del et al., 2009 forthcoming). The following general guidelines with regard to man-
aging creativity-intensive processes are proposed. The study suggests that process 
managers must  
• recognize the high uncertainty in both process and outcome and view it as 
a chance to generate highly creative and valuable outputs, 
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• structure the process around its creative parts as these are the sections 
where the organization creates business value and distinguishes itself 
from its competitors, 
• use risk mitigating strategies in all stages of the process to ensure that 
client expectations are met, and 
• constantly re-evaluate and re-align processes. 
Understanding the Requirements 
Understanding the requirements of a creative product (e.g. a VFX shot) as clearly as 
possible reduces uncertainty with regard to outcome, required resources, and process 
structure, as the creative organization can develop a better understanding of what is 
needed to carry out the process. The challenge of understanding requirements is two-
fold: First, the creative organization needs to understand what the client expects them 
to do. Second, it must be ensured that the organization has the technical and creative 
capabilities to meet the client’s requirements. The study suggests that process man-
agers must 
• understand the requirements of the creative product early in the process so 
as to mitigate creative risk and use a variety of tools and strategies in or-
der to create a mutual understanding of the requirements, 
• view the phase of understanding the requirements as a highly iterative 
process of negotiation between client and creative organization, 
• match the requirements to the organization’s capabilities; know what can 
be done and validate early that they are capable of meeting the client’s 
expectations, as being caught up in operational problems is one of the 
greatest risks to creativity, and 
• understand what features of the product are most important to the client. 
Doing Work 
Allowing freedom for a particular task increases variance – and thus uncertainty – 
and decreases predictability. This leads to greater creative potential but also to great-
er operational and creative risk. The process manager must carefully decide what 
freedom she allows for each and every task to achieve high creativity and innovation 
while still ensuring everybody works towards one aim. The study suggests that 
process managers must 
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• find a balance between project goals and the personal creative agenda of 
creative people, 
• try to not restrict creativity but channel it down the right path, 
• not overload key artists, 
• leverage people with less experience by allocating them to challenging 
tasks and letting them work with more senior people, and 
• avoid resource shortage particularly where people are expected to be crea-
tive. Thus, resources must be channeled towards the more creative parts 
of the process. 
Evaluation 
Wrong decisions with regard to review and approval can have serious consequences 
for the overall process. Due to differing subjective perceptions of creative products, 
for example the exclusion of key stakeholders may consequently lead to expensive 
product revisions. The study suggests that process managers must 
• understand who they work with and what the client’s ability is in assess-
ing a creative product, 
• review at the right stage as this is critical in order to mitigate creative risk, 
• keep communication open when reviewing in order to not compromise 
creativity. 
The arrows in Fig. 9.1 illustrate how successful reviews and ongoing communication 
with the client, for example, can impact on the development of risk and the level of 
understanding of the requirements of the creative product. Thus, it is concluded that 
the application of the various strategies can positively influence creative and opera-
tional process performance, while simultaneously mitigating creative and operational 
risk. 
Closure – 209 – 
 
Fig. 9.1: Development of level of requirements specifications and risk in crea-
tivity-intensive processes 
9.3.2.2 Software Support for Creativity-intensive Processes 
Davenport (2005) claims that technology may be the most important intervention in 
the performance of knowledge workers over the last couple of years. This observa-
tion is also likely to hold for processes in the creative industries. The proposed theo-
retical model provides guidance on how to support different strategies with IT. The 
study suggests that existent technologies such as asset management systems, know-
ledge management systems, group communication systems, and workflow-related 
technologies are appropriate means to enhance both operational and creative process 
performance. Particularly when introducing process support such as workflow man-
agement systems the challenge can be seen in supporting or even automating the 
non-creative tasks of the processes while not compromising creativity. Thus, existent 
technologies such as workflow management, group communication systems, and 
systems supporting the generation of creative products (artist systems) can be inte-
grated in order to successfully manage creativity-intensive processes. It is further 
believed that the theoretical comprehension of creativity-intensive processes can help 
system designers to design and implement IT systems for supporting creativity-
intensive processes.  
The study suggests that the use of IT should not be mandatory; creative people need 
freedom in order to act creatively. The orchestration of IT tools that are used depends 
on the specific situation at hand. Moreover, as with other resources in creativity-
intensive processes, it is hard to predict what tools will actually be required through-
out the process. Summarizing, the study suggests that 
• technology should be scalable. A lack of scalability may compromise 
creativity, 
Closure – 210 – 
• organizations should not try to automate creative parts of the process as 
this may lead to too rigid processes, 
• technology should be accessible in a pull-principle; that is, creative 
people can access a tool or software tools in order to solve their problem 
at hand. The use of software tools should not be forced unless it is actual-
ly required to carry out a certain process. 
9.3.2.3 Implications for the Process of Process Management 
Particularly those sections within a business process that rely on creativity are to be 
considered by process managers. It is thus proposed that the management of these 
creativity-intensive sub-processes (or pockets of creativity) needs to be an integral 
part of the process of process management. It is thus suggested to integrate the fol-
lowing steps into the process of process management: 
1. Analysis: Analyzing creativity-intensive processes demands the analyst to recog-
nize that creativity significantly impacts on business processes. The organization 
is thus forced to be cautious that process design and managerial practices do not 
compromise creativity. Three stages of analysis are proposed: 
a. Identification of pockets of creativity: The process starts with an early 
identification of pockets of creativity (creativity-intensive sub-processes). 
To enable the identification of suitable strategies and IT systems, the 
identified pockets of creativity are characterized (what skills are needed, 
who is involved, what communication is needed). 
b. Task-level-analysis: Task-level-analysis focuses on what has been re-
ferred to as human performance analysis (e.g. Harmon, 2007) with a par-
ticular emphasis on how creative performance can be supported. In con-
trast to ‘conventional’ knowledge-intensive tasks, in pockets of creativity 
divergent thinking plays a prominent role. For example, process managers 
decide on the creative freedom they want artists to have. This freedom 
will also be constrained by available resources such as time and budget, 
for example. 
c. Process-level-analysis: Within process-level analysis the process manag-
er focuses on how the overall process can be supported and managed. 
This includes the consideration of strategies in internally managing crea-
tivity and in communicating with clients as well as the application of IT 
systems (e.g. the use of workflow-related systems). 
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2. Implementation and execution: The execution of creativity-intensive processes 
requires process managers to be authorized to quickly respond to changing re-
quirements. They apply strategies in communicating with the client (understand-
ing and refining the requirements of the creative product, ongoing communica-
tion, approval and review) and in internally managing creativity-intensive 
processes (e.g. flexible resource allocation, task allocation, managing the scope 
of creativity). Many decisions have to be made at run time as much information 
is not available at the stage of analysis and design. 
3. Monitoring: As with conventional process lifecycle models (e.g. Neumann et al., 
2003), creativity-intensive processes require monitoring and controlling proce-
dures. Though it is unlikely that this will take the form of log-based process mon-
itoring, for example, it is required to capture the success of certain resource and 
data allocations to certain types of pockets of creativity in order to facilitate reuse 
in future similar scenarios. Process managers have to monitor both operational 
and creative process performance. 
Fig. 9.2 provides an overview of the proposed process of creativity-aware BPM. 
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Fig. 9.2: The process of creativity-aware BPM 
9.3.2.4 Process Modeling 
EPC were used in order to model processes in the case organizations. While these 
models provided insights into the processes that were studied, it became also appar-
ent that EPC does not provide sufficient means to model much of the characteristics 
of creativity-intensive processes. For example, the process structure is often not en-
tirely known in advance. Put simply, EPC is not capable of modeling the flexibility 
that is needed in order to model creativity-intensive processes. 
Consequently, one challenge must be seen in developing process modeling grammars 
that provide means to model the creative nature of business processes. As Hevner 
(2004) et al. state, such design science research can be grounded in existent theory. It 
is thus suggested that the substantive theory that was developed in this study can be a 
starting point for the development of modeling languages for creativity-intensive 
processes. 
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9.4 Reflections on the Research Approach 
The experiences that were made in the present study suggest the applicability of the 
grounded theory method to the phenomenon that was studied. 
The inductive design of the study allowed for the emergence of concepts the re-
searcher had not considered before. The study started with no a-priori concepts or 
constructs. A number of major categories could be identified. These were developed 
in terms of their properties and dimensions. The categories could be related to the 
creativity-intensive process as the core category of this research. 
Particularly the involvement of multiple data sources enabled to gain an in-depth 
understanding of the processes that were studied. The use of process modeling as a 
means to collect data may seem unconventional at the first sight; yet, it helped the 
researcher in getting a good understanding of the processes that were investigated. 
This understanding proofed to be very valuable for the semi-structured interviews, as 
the researcher ‘spoke the respondent’s language’. In summary, the triangulation 
across methods helped to consider various viewpoints onto a particular phenomenon 
(namely that of creativity-intensive processes), and, in turn, to develop rich and com-
prehensive insights.  
While the paradigm as proposed by Strauss (1987) and Strauss and Corbin (1990; 
1998) has received much criticism, for the present study the approach turned out to 
be quite appropriate. The notions of conditions, actions/interactions, and conse-
quences appeared to naturally fit to the phenomenon that was studied. Of course, this 
raises the question of whether the phenomenon that was studied exhibits particular 
characteristics that are conducive to the use of the paradigm. Put simply, for the 
present study the paradigm worked. 
The experiences that were made within this study can be summarized as a number of 
issues that advocate the use of grounded theory in order to study BPM-related phe-
nomena (adopted from Seidel & Recker, 2009 forthcoming). Tab. 9.4 provides an 
overview along with illustrating examples from the present study. 
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Tab. 9.4:  Reflections: using the grounded theory method for studying BPM is-
sues (adapted from Seidel & Recker, 2009 forthcoming) 
# Issue Description Example 
Practical 
Relevance 
The grounded theory method 
aims at producing substantive 
theory of high practical relev-
ance. 
 
The substantive theory that was developed is 
applicable to the particular context. It provides 
practitioners with profound knowledge about 
factors that need to be considered when managing 
creativity-intensive processes. Moreover, the 
theory explains what strategies and IT can be used 
and combined in order to handle specific situa-
tions. 
Starting 
point for 
developing 
formal 
theory 
Substantive theory can be the 
starting point to proceed to 
more general theory. 
In the present study, a theory on business 
processes applicable to the substantive area of the 
creative industries was generated. By engaging 
with existent theory it was proceeded to a more 
general theory. In future work the theory may be 
formalized and/or tested. 
Accounting 
for contex-
tual factors 
The grounded theory method 
produces theory that accounts 
for both intervening and caus-
al conditions and thus recog-
nizes the context of business 
processes and BPM-related 
issues. 
Particular attention was paid to the various factors 
that impact business processes in creative envi-
ronments. It turned out that processes highly de-
pend on both internal and external factors that 
must be considered when managing these 
processes. 
Inductive 
nature 
The inductive, emergent na-
ture of grounded theory 
enables researchers to discov-
er new concepts and relation-
ships that have not been con-
sidered in previous studies. 
The grounded theory method led to the develop-
ment of complex categories with great explanato-
ry power. For each category a number of proper-
ties was identified that enabled to explain a varie-
ty of situations. Thus, the method enabled not 
only to identify ‘obvious’ concepts (e.g. the crea-
tive product) but also other, rather specific, con-
cepts (e.g., personal traits and abilities of actors) 
that need to be considered when managing crea-
tivity-intensive processes. 
Using mul-
tiple me-
thods of data 
collection 
Grounded theory enables the 
researcher to include a variety 
of data sources; for examples, 
process models, process de-
scriptions or voiced process 
experiences, that can often be 
found in organizations. 
Various techniques of data collection were used, 
including semi-structured interviews and the 
usage of process modeling techniques and the 
analysis of related process documentations. This 
triangulation across methods provided rich in-
sights incorporating different viewpoints. 
Studying 
processes 
The grounded theory method 
is particularly fitting in order 
to study process-related is-
sues. 
It turned out that the method could capture the 
dynamic nature of creativity-intensive processes. 
Different stages could be identified and various 
strategies and the use of IT could be linked to 
these stages. 
Guidelines The grounded theory method 
provided guidelines how to 
actually conduct a study. 
The detailed procedures of the grounded theory 
method helped the researchers to rigorously de-
velop theory without being lost in vast amounts of 
data. 
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In summary, grounded theory was found to be conducive to the researcher’s creativi-
ty and imagination. It is argued that being creative does not contradict the claim of 
doing rigorous research. In many cases creativity means to diverge; in the case of 
research and science, this means to discover. The research approach that was chosen 
for this study helped to discover as it allowed concepts to emerge. The emergence of 
concepts was intimately connected to the act of conceptualization, which is a highly 
creative act. Researchers conceptualize in order to makes sense of the world. How-
ever, the stimuli for these conceptualizations rest in empirical observations. The con-
ceptualizations are then deductively applied to incoming data. Research thus iterates 
between the two aspects of what the data tells and the researcher’s creativity in con-
ceptualizing. 
9.5 Limitations 
This study has some limitations. Due to its interpretive nature it cannot be claimed 
that the phenomenon of business processes that rely on creativity has been described 
exhaustively. Potentially relevant contextual factors, strategies, and consequences 
may not have been accounted for. 
9.5.1 Limitations with Regard to the Literature Review 
This research investigated a phenomenon that is related to various strands of litera-
ture, including organizational sciences, psychology, sociology, IS, and computer 
science. It particularly aimed at linking diverse literatures, most specifically literature 
on organizational creativity and literature on BPM. However, given the vast amount 
of potentially relevant literature from different disciplines, it cannot be claimed that 
the attempt of considering existent theory has been exhaustive. Moreover, due to the 
inductive design of this research, literature was considered relatively sparingly in the 
beginning of the study. Thus, the bulk of the literature review was done throughout 
the study. Consequently, not only the data collection, but also the literature review 
was driven by the emergent theory. One may also argue that the selected journal and 
conference sources were biased by the researcher’s personal and educational back-
ground. 
9.5.2 Limitations with Regard to Data Collection 
The role of the researcher in this study can be described as that of an “outside ob-
server” (Walsham, 1995, p. 77). Whilst this may have helped to get views expressed 
to someone who did not have a “direct personal stake,” (Walsham, 1995, p. 77) ob-
viously, the researcher was only present at relatively view occasions, and there are 
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also many stakeholders who could not be interviewed. Consequently, it cannot be 
excluded that a more comprehensive process of data collection would have led to 
different results. In response to this, it was sought to make the process of data collec-
tion traceable for the reader. 
9.5.3 Limitations with Regard to Data Analysis 
Given the large number of categories, subcategories and dimensionally qualified 
properties, obviously it was not possible to hypothesize and deductively validate all 
possible relationships among concepts (Sarker et al., 2001). Instead, it was rather 
focused on the main recurrent and seemingly most important patterns. These major 
patterns were deductively validated through incoming data and eventually expressed 
by a set of integrated propositions. 
Regarding the analytic scheme it has to be acknowledged that codes may be inter-
preted differently by other researchers. Also two analysts were involved in the cod-
ing process, only one analyst conducted the entire coding phase. Thus, much of the 
analysis depended on the author of this study. However, given the interpretive stance 
of this research, the main concern is whether the codes are plausible. 
The role of existent theory within the process of inductively building theory was dis-
cussed in depth in the present study. It was argued that a sensitizing device was used 
in order to stimulate the researcher’s theoretical sensitivity. It is, however, not safe to 
say whether the sensitizing device negatively impacted on the emergence of theory 
from the data. It can only be subsumed that the researcher tried to remain open and 
unbiased in order to discover what was relevant in the data. 
9.6 Recommendations for Future Research 
This exploratory study included only a limited number of organizations from one 
particular industry. Such substantive theory explains the phenomenon of creativity-
intensive processes under certain circumstances in a certain area (Urquhart, 2001; 
Strauss & Corbin, 1998). Opportunity now exists to proceed to a more general theory 
by (a) extending the study to organizations from different domains, and (b) by further 
engaging with existent theory. It will be interesting to see whether and how creativi-
ty-intensive processes from other domains differ. It has been asserted in the existent 
literature that whether the creative process depends on the domain is still an unans-
wered question (Lubart, 2001). Thus, the model that was developed in this study can 
serve as a basis for future research. Two strategies for further research are proposed: 
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• First, more empirical evidence is required to show whether the proposed 
framework is applicable to other domains as well. Of particular interest 
are those industries where creativity and innovation play a crucial role. 
Prominent examples for such industries are software development or re-
search and development of drugs and biotech products. Existent literature 
nurtures this assertion; Maiden et al. (2004), for example, highlight the 
function of creativity within the process of requirements engineering in 
software development. Generally, software development aims at generat-
ing products that are both novel and purposeful. Thus, there are parallels 
to what was identified as creativity-intensive processes in the substantive 
area of film and VFX production. Moreover, it is proposed to examine 
organizations that are not creative at first sight but increasingly rely on 
creativity. Examples include industries such as banking or insurance, 
which also employ creativity-intensive processes in product development. 
Summarizing, there is need to investigate different contexts where crea-
tivity is part of business processes. It is hoped that this will enable re-
searchers to draw conclusions with regard to managing creativity-
intensive processes in general. For example, it may turn out that catego-
ries and relationships have to be refined or that additional dimensions are 
required to account for differences in contextual settings (Orlikowski, 
1993). The proposed theoretical framework can serve as a sensitizing de-
vice for such empirical research. 
• Second, besides collecting and analyzing further empirical evidence, 
another way of proceeding to a more general substantive theory is to fur-
ther engage with existent theory, which has been done to some extent in 
the present study. However, it is not claimed that this attempt has been 
exhaustive. For example, another approach will be to engage with meta 
theories from the IS discipline (Urquhart, 2007). A potential example is 
the actor network theory (Callon, 1986) that may help to further substan-
tiate the constituent role of the introduced categories within the complex 
interplay and contextual setting of creativity-intensive processes. 
Moreover, during the course of this research, some specific areas emerged as both 
being relevant and under-researched: 
• First, the study has shown that creativity-intensive processes are characte-
rized by flexibility and thus in most cases cannot be entirely predeter-
mined. This raises particular issues with regard to modeling these 
Closure – 218 – 
processes. Put simply, existent modeling languages such as EPC or the 
business process modeling notation (BPMN) do not provide sufficient 
means to appropriately model these types of processes. Thus, a potential 
research question is: How can creativity-intensive processes be modeled? 
• Second, traditional workflow systems do not provide ample means to 
handle the flexibility required in creativity-intensive processes (Seidel et 
al., 2007). More flexible approaches such as case handling (v.d.Aalst et 
al., 2005) may provide solutions for some processes. However, one main 
challenge can be seen in integrating what has been referred to as creativi-
ty-intensive sub-processes (or pockets of creativity) with the overall 
process. 
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APPENDIX 
A Data Collection Overview 
This appendix provides an overview of the interviews that were conducted in the 
course of the study. Including the preliminary interviews well above 30 people were 
interviewed. An overview of preliminary interviews has already been provided in 
chapter 4.3.1. 
Relatively long time spans between several interviews were due to the researcher’s 
schedule, availability of respondents, and the need for additional interviews in order 
to theoretically sample. Also note that last preliminary interviews were conducted on 
28-06-2006 when process modeling already had started. 
Organization A was one of the initial case organizations. Thus, preliminary inter-
views, process-interviews and semi-structured interviews were conducted. For the 
purpose of process modeling, the author of this thesis was supported by a second 
researcher. 
Tab. A.1:  Interviews with Organization A 
Date Description Interviewee 
04-05-2006 Process modeling (post-production processes) Interviewee A.6 
16-06-2006 Process modeling (post-production processes) Interviewee A.2 
23-06-2006 Process modeling (post-production processes) Interviewee A.2 
30-06-2006 Process modeling (post-production processes) Interviewee A.2 
03-07-2006 Process modeling (discussion of value chain 
model) 
Interviewee A.2 
06-07-2006 Process modeling (post-production processes) Interviewee A.2 
07-07-2006 Process modeling (post-production processes) Interviewee A.2 
24-10-2006 Process modeling (post-production processes) Interviewee A.2 
14-02-2007 Semi-structured interview Interviewee A.2 
19-03-2007 Semi-structured interview Interviewee A.2 
19-03-2007 Semi-structured interview Interviewee A.1 
19-03-2007 Semi-structured interview Interviewees A.1 and A.2 
01-05-2008 Semi-structured interview Interviewees A.3 and A.4 
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Date Description Interviewee 
19-11-2008 Semi-structured interview Interviewee A.5 
Organization B was also part of the initial set of case organizations. Thus, with 
members of Organization B preliminary interviews, process interviews, as well as 
semi-structured interviews were conducted. There were a number of process inter-
views that resulted in a complex set of process models that was considered during 
analysis. The author of this thesis was supported by a second researcher who spent 
two months with Organization B in order to set up a complex set of process models. 
Tab. A.2:  Interviews with Organization B 
Date Description Interviewee 
12-2006 to 02- 
2007 
Process modeling (VFX production 
processes) 
Interviewees B.1, B.3, B.4, B.5, 
B.6 
05-08-2008 Semi-structured interview Interviewee B.2 
25-11-2008 Semi-structured interview Interviewee B.1 
25-11-2008 Semi-structured interview Interviewee B.3 
At Organization C no preliminary interviews were conducted, but only process in-
terviews and semi-structured interviews. Organization C was chosen in 2007 as a 
case study partner for the purpose of theoretical sampling. 
Tab. A.3:  Interviews with Organization C 
Date Description Interviewee 
20-03-2007 Process modeling (production of interactive 
media) 
Interviewee C.4 
20-03-2007 Semi-structured interview Interviewee C.1 
20-03-2007 Process modeling (VFX production process) Interviewee C.5 
20-03-2007 Process modeling (post-production process) Interviewee C.6 
20-03-2007 Process modeling (DVD production process) Interviewee C.7 
20-03-2007 Process modeling (project specification 
process) 
Interviewee C.8 
21-03-2007 Process modeling (TVC Distribution) Interviewees C.9 and C.10 
21-03-2008 Semi-structured interview Interviewee C.3 
21-03-2008 Semi-structured interview Interviewee C.2 
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For the purpose of theoretical sampling, additional cases were selected. Two addi-
tional interviews focused on the role of IT within the film industry. 
Tab. A.4:  Additional interviews 
Date Type Interviewee 
06-08-
2007 
Semi structured interview on IT use in creative organi-
zations 
Interviewee D.2 
29-07-
2008 
Semi structured interview on IT use in creative organi-
zations 
Interviewee D.3 
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B Code Tree 
The following table provides an overview of the code tree that was generated 
throughout the study. Some of the lower levels codes could be drawn upon different 
concepts. However, concepts (categories and properties) were deemed to be mutually 
exclusive. In some cases there are no lower level codes; i.e. the lower level codes 
became a concept in their own right. 
Tab. B.1:  Code tree 
Node/concept (categories, subcategories, 
properties) 
Open codes 
(1) Core category - 
(1.1) Creativity-intensive process - 
(1.1.1) Uncertainty with regard to outcome Conflict potential, disagreement, individual 
opinion, judgment, making creative judgments, 
no objective way in defining the outcome, va-
riance in outcome, bringing something individ-
ual to it 
(1.1.2) Uncertainty with regard to process Bringing something individual to it, individuali-
ty, latitude, low predictability, tackling new 
work, variance in process, doing things diffe-
rently, flexibility, jumping process steps, 
process choices, varying numbers of iterations, 
not having a pre-structured guide, thinking 
laterally 
(1.1.3) Uncertainty with regard to required 
resources 
Flexibility of resource use, doing things diffe-
rently 
(1.1.4) Varying levels of structure Creative tasks, technical tasks, granularity, 
inherent process steps, sub-processes, recurrent 
elements, patterns 
(1.1.5) Iterative nature Communicating back and forth, convergence 
and divergence, iterative loop, matching subjec-
tive opinions, recurrent stages, iteration time 
(1.1.6) Collaboration-intensity Client involvement, intensive involvement of 
creative supervisor, working through it togeth-
er, collaborative team, winning trust 
(1.1.7) Communication-intensity Passing information back and forth, negotiat-
ing, steering the client 
(1.1.8) Varying client touch points Coming in for approval, feedback points, stop-
ping for approval, timing of inviting feedback 
(1.1.9) Varying internal review points - 
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Node/concept (categories, subcategories, 
properties) 
Open codes 
(1.1.10) Knowledge-intensity Areas of expertise, getting access to informa-
tion, hub of information, required implicit 
knowledge, required explicit knowledge, know-
ledge reuse, knowledge transfer, making deci-
sions 
(1.1.11) Creative risk Changing mind, client dissatisfaction, conflict 
situation, generating no outcome, lack of ap-
proval, lack of communication, no obvious me-
tric of completion 
(1.1.12) Operational risk Exceeding time and budget, getting caught 
focusing on execution, mismatch between re-
quirements and capabilities 
(1.1.13) Creative potential Level of creativity, open end, space for explora-
tion, creativity constraints 
(2) Contextual factors - 
(2.1) Artist VFX artists, editor, sound editor, compositor 
(2.1.1) Process expertise Ability to break problems down, ability to carry 
out a process, ability to assess a process, expe-
rience, capability, creative problem solving 
(2.1.2) Creative skills Ability to see, aesthetic judgment, creativeness, 
experience, having an eye, creative problem 
solving 
(2.1.3) Working style Preferences 
(2.1.4) Motivation Being attached to a project, feeling happy, neg-
ative criticism 
(2.1.5) Creative agenda Craving for creativity, fulfilling personal expec-
tations, desiring a free reign 
(2.1.6) Location - 
(2.1.7) Understanding of the requirements of the 
creative product 
Seeing things differently, no objective way in 
defining the outcome, differing interpretations 
(2.2) Creative supervisor Lead, VFX supervisor, producer, team leader 
(2.2.1) Acting as process intermediary Enabling people, getting feedback from clients, 
interface to client, mediating between client and 
artist, mediating different creative points of 
view, passing information back and forth, pass-
ing on information, delivering to the client 
Appendix   – 240 – 
 
Node/concept (categories, subcategories, 
properties) 
Open codes 
(2.2.2) Accountability Creative control, financial accountability, hav-
ing the final say, level of the hierarchy, making 
final decisions, making sure that creative objec-
tives are being hit, reporting back, responsibili-
ty, passing accountability down 
(2.2.3) Supervising expertise Communication skills, experience, negotiation 
skills, people skills, unintrusivness 
(2.2.5) Understanding of the requirements of the 
creative product 
Differing interpretations, no objective way in 
defining the outcome, understanding what the 
client wants 
(2.3) Client Director, marketing agency, feature film studio 
(2.3.1) Expertise Visual literacy, visual knowledge, familiarity 
with the process, creative ability, creative po-
tential, being able to meaningfully contribute, 
understanding where the process is going 
(2.3.2) Client processes - 
(2.3.3) Location Co-location, geographical distance, face-to-face 
(2.3.4 Understanding of requirements of the 
creative product) 
Client vision, creative input, having an idea of 
what something should be 
(2.4) Constraints - 
(2.4.1) Time Spending appropriate time, time constraints, 
lack of time, time for creative exploration, being 
overburdened 
(2.4.2) Budget Budget constraints, lack of money, putting in 
more money 
(2.5) IT Context - 
(2.5.1) Knowledge management systems Accessing documentation, blogging, organizing 
information, populate the knowledge base, 
search engine, understand how other people 
solved problems, wiki, decentralization of know-
ledge, searching for information, shared ontol-
ogy 
(2.5.2) Asset management systems Free texture sites, getting reference, Google 
search, Internet, reference library, drawing on 
existent assets 
(2.5.3) Group communication systems Communication channels, dissemination of 
feedback, enabling iterations, richness in com-
munication 
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Node/concept (categories, subcategories, 
properties) 
Open codes 
(2.5.4) Workflow-related systems Job tracking system, process support, providing 
deadlines, providing templates, scheduling, task 
lists, tracking the process, giving people time to 
be creative, ticketing system for technical sup-
port 
(2.5.5) Artist systems Computer-aided design, editing suite, 2D mod-
eling, 3D modeling, graphics editor, rendering 
(2.6) Creative product  
(2.6.1) Intermediate product specifics Getting an image out quickly, not leaping to the 
solution too soon, testing out 
(2.6.2) Final product specifics Getting something subjective final, sign-off 
(2.6.3) Quality Measuring product quality, novelty, perceived 
creative quality, subjectivity, technical quality 
(3) Strategies - 
(3.1) Strategies in communicating with the 
client 
- 
(3.1.1) Understanding and refining require-
ments 
Understanding the client vision, getting a co-
here vision, negotiating requirements 
(3.1.1.1) Creative brief - 
(3.1.1.2) Matching requirements with capabili-
ties 
Negotiating, steering the client, validating early 
(3.1.1.3) Providing stimuli Bouncing ideas, forming the client opinion, 
changing ideas, presenting alternatives 
(3.1.1.4) Showing references Visual artifacts as part of the language 
(3.1.2) Ongoing communication Collaborating with client, explaining the 
process, getting feedback, managing expecta-
tions, multiple iterations 
(3.1.2.1) Showing work in progress Showing the client as much as possible, making 
clear what you are trying to achieve 
(3.1.2.2) Direct interaction between artist and 
client 
- 
(3.1.3) Approval and review Getting clarity, getting feedback from client, 
reporting to a client, showing the right things, 
intruding the process 
(3.1.3.1) Finality Final approvals, temporary approvals, could be 
better approval 
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Node/concept (categories, subcategories, 
properties) 
Open codes 
(3.1.3.2) Frequency Review schedule, dailies 
(3.1.3.3) Communication channel Approval logistics, face-to-face, digital approv-
al 
(3.1.3.4) Involved people Excluding people from review, including people 
involved in the creative process 
(3.2) Strategies in internally managing creativ-
ity-intensive processes 
- 
(3.2.1) Task allocation and team building Challenge creativity, finding a balance between 
technical and creative, identification of com-
plementary skill sets, task allocation, trial and 
error, getting the right team, knowledge induc-
tion process, knowledge transfer 
(3.2.2) Resource allocation Artifact reuse, leveraging people, optimize use 
of resources, over-commit resources, overload-
ing key resources 
(3.2.3) Managing the scope of creativity Avoid endless exploring, channeling creativity, 
encouraging creativity, creative buy-in, giving 
latitude, granting bending rights and responsi-
bilities, providing stimuli to creative people, 
putting people under time pressure, restricting 
creativity, setting up creative atmosphere 
(3.2.4) Internal reviews Communicating standards, dailies, friction 
losses, providing feedback, gathering creativity 
from the group, reporting back to a supervisor, 
tech checks, informal reviews 
(3.2.4.1) Finality Final approvals, temporary approvals, could be 
better approval 
(3.2.4.2) Frequency Review schedule, dailies 
(3.2.4.3) Communication channel Approval logistics, face-to-face, digital approv-
al 
(3.2.4.4) Involved people Excluding people from review, including people 
involved in the review process 
(3.2.5) Internal break down Final approvals, temporary approvals, could be 
better approval 
(4) Consequences  
(4.1) Mutual understanding of requirements Determining requirements specifications, hav-
ing a cohere vision, being on the same page 
(4.2) Mitigating operational and creative risk - 
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Node/concept (categories, subcategories, 
properties) 
Open codes 
(4.3) Operational process performance Making good use of resources, exceeding time 
and budget, getting caught on execution 
(4.4) Creative process performance Blowing the client away, exceeding expecta-
tions, individuality, originality 
(4.5) Client satisfaction Addressing what the client wants, being in a 
service industry, blowing the client away, deli-
vering to a client, delivering to the world stan-
dard, exceeding expectations, making the client 
feel comfortable, thinking about the client, 
working toward’s the client’s goal, 
(4.6) Keeping ownership over creative product Client trust, making the client feel comfortable, 
confidence 
 
Appendix   – 244 – 
 
C Cross Case Comparison 
The following table provides an overview of how consistent the data from the case 
organizations were in terms of the categories, subcategories, and properties that 
emerged. The table thus provides an overview of the distribution of codes. Where 
there was clear evidence for a concept, a  is shown. 
Tab. C.1:  Distribution of codes 
Node/concept (categories, subcatego-
ries, properties) 
Organization A Organization B Organization C 
(1) Core category    
(1.1) Creativity-intensive process    
(1.1.1) Uncertainty with regard to 
outcome 
   
(1.1.2) Uncertainty with regard to 
process 
   
(1.1.3) Uncertainty with regard to 
required resources 
   
(1.1.4) Varying levels of structure    
(1.1.5) Iterative nature    
(1.1.6) Collaboration-intensity    
(1.1.7) Communication-intensity    
(1.1.8) Varying client touch points    
(1.1.9) Varying internal review points    
(1.1.10) Knowledge-intensity    
(1.1.11) Creative risk    
(1.1.12) Operational risk    
(1.1.13) Creative potential    
(2) Contextual factors    
(2.1) Artist    
(2.1.1) Process expertise    
(2.1.2) Creative skills    
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Node/concept (categories, subcatego-
ries, properties) 
Organization A Organization B Organization C 
(2.1.3) Working style    
(2.1.4) Motivation    
(2.1.5) Creative agenda    
(2.1.6) Location    
(2.1.7) Understanding of the require-
ments of the creative product 
   
(2.2) Creative supervisor    
(2.2.1) Acting as process intermediary    
(2.2.2) Accountability    
(2.2.3) Supervising expertise    
(2.2.5) Understanding of the require-
ments of the creative product 
   
(2.3) Client    
(2.3.1) Expertise    
(2.3.2) Client processes    
(2.3.3) Location    
(2.3.4 Understanding of requirements of 
the creative product) 
   
(2.4) Constraints    
(2.4.1) Time    
(2.4.2) Budget    
(2.5) IT Context    
(2.5.1) Knowledge management systems    
(2.5.2) Asset management systems    
(2.5.3) Group communication systems    
(2.5.4) Workflow-related systems    
(2.5.5) Artist systems    
(2.6) Creative product    
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Node/concept (categories, subcatego-
ries, properties) 
Organization A Organization B Organization C 
(2.6.1) Intermediate product specifics    
(2.6.2) Final product specifics    
(2.6.3) Quality    
(3) Strategies    
(3.1) Strategies in communicating with 
the client 
   
(3.1.1) Understanding and refining re-
quirements 
   
(3.1.1.1) Creative brief    
(3.1.1.2) Matching requirements with 
capabilities 
   
(3.1.1.3) Providing stimuli    
(3.1.1.4) Showing references    
(3.1.2) Ongoing communication    
(3.1.2.1) Showing work in progress    
(3.1.2.2) Direct interaction between 
artist and client 
   
(3.1.3) Approval and review    
(3.1.3.1) Finality    
(3.1.3.2) Frequency    
(3.1.3.3) Communication channel    
(3.1.3.4) Involved people    
(3.2) Strategies in internally managing 
creativity-intensive processes 
   
(3.2.1) Task allocation and team building    
(3.2.2) Resource allocation    
(3.2.3) Managing the scope of creativity    
(3.2.4) Internal reviews    
(3.2.4.1) Finality    
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Node/concept (categories, subcatego-
ries, properties) 
Organization A Organization B Organization C 
(3.2.4.2) Frequency    
(3.2.4.3) Communication channel    
(3.2.4.4) Involved people    
(3.2.5) Internal break down    
(4) Consequences    
(4.1) Mutual understanding of require-
ments 
   
(4.2) Mitigating operational and creative 
risk 
   
(4.3) Operational process performance    
(4.4) Creative process performance    
(4.5) Client satisfaction    
(4.6) Keeping ownership over creative 
product 
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D Overview of Propositions 
This appendix provides an overview of the propositions. 
Tab. D.1:  Propositions 
# Short descrip-
tion 
Proposition 
1 Characteristics 
of CIP 
Creativity-intensive processes are characterized by uncertainty with regard 
to process structure, required resources and process outcome. This uncer-
tainty is caused and influenced by various factors, particularly the under-
standing of the requirements of the creative product of involved clients, 
artists, and creative supervisors, as well as their individual characteristics 
(e.g. working style, expertise 
2 Characteristics 
of CIP 
High levels of uncertainty in process and outcome are associated with high 
levels of creative potential as they tend to lead to the generation of products 
that are characterized by novelty, but also with high levels of operational 
and creative risk as there may be undesirable consequences such as client 
dissatisfaction or a mismatch between capabilities and requirements. 
3 Characteristics 
of CIP 
High levels of expertise and creative skills of artists, creative supervisors, 
and clients are associated with lower levels of operational and creative risk. 
On the contrary, low levels of expertise and creative skills of artists, crea-
tive supervisors, and clients are associated with higher levels of operational 
and creative risk. 
4 Strategies Creative organizations seek to achieve both operational process perfor-
mance and creative process performance. In doing so, they apply strategies 
pertaining in internally managing creativity-intensive processes and in 
communicating with clients. 
5 Strategies in 
communicating 
with clients 
Strategies in communicating with the client can further the mutual under-
standing of requirements of the creative product as well as matching the 
requirements to the organization’s capabilities and available resources, 
which in turn leads to risk mitigation and higher client satisfaction. 
6 Strategies in 
communicating 
with clients 
Particularly tasks with high levels of uncertainty (and thus high creative 
potential) require intensive communication with the client in order to create 
a mutual understanding of process goals and thus mitigate creative risk, 
that is, the occurrence of unwanted consequences such as client dissatisfac-
tion. 
7 Strategies in 
communicating 
with clients 
Group communication systems allow for higher numbers of iterations of the 
creative product as well as ongoing communication, thereby facilitating the 
process of creating a mutual understanding of the requirements of a crea-
tive product, which in turn leads to risk mitigation and improved client 
satisfaction. 
8 Strategies in 
communicating 
with clients 
Asset management systems can be used to access existing assets that can 
then be applied in the process of communicating with clients, thereby facili-
tating the process of creating a mutual understanding of requirements of the 
creative product, which in turn leads to risk mitigation and improved client 
satisfaction. 
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# Short descrip-
tion 
Proposition 
9 Strategies in 
internally man-
aging CIP 
Strategies in matching capabilities with requirements, managing the scope 
of creativity, resource allocation, and internal review lead to enhanced 
operational and creative process performance and the mitigation of creative 
and operational risk. 
10 Strategies in 
internally man-
aging CIP 
Asset management systems can be used in order to facilitate access to exist-
ing assets and contents that can be used to provide reference and can also 
be reused. Thus, these systems can facilitate the process of generating the 
creative product and positively influence creative and operational process 
performance. 
11 Strategies in 
internally man-
aging CIP 
Workflow-related systems such as task lists can be utilized to facilitate the 
process performance of creativity-intensive processes by handling the com-
plexity of creative artifacts and supporting the well-structured and pre-
determined parts of the processes. In turn, such systems provide creative 
people with more time to be creative, thereby resulting in higher creative 
and operational process performance, which in turn leads to increased 
client satisfaction. 
12 Strategies in 
internally man-
aging CIP 
The use of knowledge management systems enables to store and access 
explicit knowledge that can be applied in creativity-intensive processes, 
thereby leading to enhanced operational process performance. 
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